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FOREWORD

NEW HORIZONS

Welcome to the second edition of Healing Sounds. The original edition was published by Element in 1992 and has since become a landmark in the field of sound healing. It has been translated into German, Portugese, Dutch, Spanish and a number of other languages. The publishers have requested that I contribute a new introduction to this edition. It is with pleasure that I do so.

Since the first printing of this book, it has been my great honor to travel the world presenting Healing Sounds seminars. I continue in wonderment at the power of sound and its ability to transform peoples lives. Sometimes this transformation occurs through physical healing. Sometimes it is through mental, emotional or spiritual changes. Through these seminars, individuals are empowered with sound. They explore new horizons in human potentials. They realize a new aspect of their being. They experience themselves as vibration, as being sound. Through this, they experience transformation.

Since the first publication of Healing Sounds, the field of sound and music for healing has greatly expanded. This is in part due to the pioneering efforts of many who are initiating others into the experience of sound. It is also due in part to the great changes in consciousness which we are now undergoing.

SHIFTING FREQUENCIES

We are living in extraordinary times; times of enormous shifts in awareness, times of great changes in culture and society, times of planetary evolution. Some would say that vibrational modulations are occurring. Others would say that it is earth changes. And yet others would say that it is the end of the millennnium blues. I like to talk about frequency shifts and their relationship to people and the planet. For many different reasons, we are waking up, becoming aware. About ourselves. About human potential. About creating a better world. About changing reality. Sound plays a key role in these times, for sound is helping us adjust to the frequency shifts that are occurring on so many levels.

In the many different traditions and cultures of this planet, our connection to the source is through sound. ‘In the beginning was the Word.’ The sound! The harmonics. This understanding is both spiritual and scientific. Everything is in a state of vibration. Everything is frequency. Sound can change molecular structure. It can create form. We realize the potential of sonic energy; we understand that virtually anything can be accomplished through vibration. Then, the miraculous seems possible. Through practice and experience with sacred intent, we can learn to shift our own frequencies using harmonics. These sounds can resonate our body, our brain and our etheric fields. We can change our vibrational rate through our own self-generaring sounds. These sacred sounds, made with a specific intention, and with the energy of love, can interface with the different planes of consciousness, invoking and evoking different levels of awareness. This is particularly true when harmonics are made with conscious intention in a group.

One of the most powerful ways of consciously using vocal harmonics and overtoning is to create sacred sound together in a group. Sounding in a group can create a morphic field resonance through a unified consciousness. Fields created through group sounding have potentials far greater than we’ve dreamed. On our own, we can consciously interface and effect our own vibratory levels. In groups, sacred sound, can influence not only ourselves and those around us, but can adjust the planet to a new level of consciousness. It is the throwing of a tiny pebble into a still lake. The ripples and waves created by the pebble grow in size and strength and reach to the farthest ends of the lake. This rediscovery of our own ability to shift frequencies through harmonics is a gift that we are given.

HARMONICS AND HEALING SOUNDS

Harmonics are there and yet not there, tangible and yet not tangible. They are present and yet not noticed, until tbe shift begins to occur. First our hearing changes - we can perceive things that are hidden. Next, our voices change - we can create sounds that were not previously there. Then, our consciousness changes and other realities come into our awareness.

Healing Sounds focuses on the ability of harmonics to create vibrational changes. These changes may occur in the physical body, or in the mental, emotional and etheric bodies. When these changes occur, they initiate transformation and healing. The purpose of the book is to link interdisciplinary, multi-cultural, sacred and scientific approaches to sound through harmonics.

Harmonics display universal principles and are a constant in the various traditions and societies that use sound for healing and self-transformation. Through experiencing harmonics, we can learn a great deal about ourselves and the worlds around us. I trust you will find a resonance with them. I trust they will awaken something in you. They can be sacred, magical and truly transformational. I trust that in time you will ‘read between the lines’ and see the possibilities within possibilities in using sound. Some of the potentials are described in this book. I trust you will discover the other potentials yourself.

Harmonics have been and always will be a great inspiration to me. It is now apparent that many others also share this interest. Since the completion of this book, there continues . to be a tremendous reawakening of interest in sound as a healing and transformative modality. In particular, a large portion of this interest has focused upon harmonics. Awareness and use of harmonics are truly expanding. This would not have occurred without the openness of the masters of vocal harmonics: the Tibetans, Mongolians and Tuvans.

Members of the different Tibetan monasteries have toured throughout the United States and Europe, sharing their sacred chants and much of their knowledge of Tibetan overtone chanting. A number of different Mongolian and Tuvan overtone singing ensembles have also toured and given workshops in the extraordinary vocal techniques of hoomi.

NOUVEAU EUROPEAN VOCAL HARMONICS

It has become apparent that there is now a new form of vocal harmonics that I and other Western teachers of sound are imparting to audiences. It is different from the Tibetan ‘One Voice Chord’ and the Mongolian and Tuvan hoomi style. It is primarily this new vocal harmonic style that is being taught and practised in the United States and Europe. I call this new style Nouveau European Vocal Harmonics. Nouveau European Vocal Harmonics is based upon some of the techniques utilized in the Tibetan, Mongolian and Tuvan traditions. However, this new style does not require years of practise nor does it present the possibility of straining the voice in order to create vocal harmonics. You will be learning about this in Chapter 9 ‘The Fundamentals of Vocal Harmonics’. Nouveau European Vocal Harmonics are easily learned and can produce powerful results. This style of creating vocal harmonics represents a new form of sounding that is accessible to those in the West. As the awareness of sound continues to expand, we now have a new way of sounding that incorporates this awareness. This could not have occurred if the Tibetans and Tuvans had not shared their techniques with us.

It is my pleasure to continue to meet amazing people who are working with vocal harmonics and to have wondrous encounters with them. Some have been musicians, others have been scientists, healers and meditators. I have received teachings through my experiences with masters of vocal harmonics from the Tibetan and Tuvan traditions. I will share several recent adventures with you. I trust they are appropriate to the spirit of sacred sound and harmonics.

DREPUNG LOSELING MONKS

In my biography at the beginning of this book, it is stated that I was empowered by the Chant Master of the Drepung Loseling Monastery to teach Tibetan overtone chanting. This experience occurred after the first edition of Healing Sounds was published. This is what transpired:

On Sunday, 15 December 1991, monks from the Drepung Loseling Monastery gave a performance of sacred Tibetan music in Boulder, Colorado. These monks have developed a chanting style that is as deep and resonant as that of the Gyuto and Gyume monasteries. I had the privilege of spending the next day with these monks, sharing my work with sound with them. That night, the Drepung Loseling monks gave a special workshop in Boulder on their chanting techniques. This was a transformative experience which I realized in retrospect I had been awaiting since I first heard the Tibetan ‘One Voice Chord’ many years before.

In this workshop, the monks demonstrated their extraordinary chanting. Then they openly discussed the creation and use of their chanting techniques, which they called the ‘Deep Voice’ or ‘Voice of Melodious Tones’, said to be the embodiment of the fully developed speech of the Buddha. There were nine monks in this group. Of these nine monks, three were considered ‘Chant Masters’, deeply skilled in the ability to create and project the ‘Deep Voice’. These Chant Masters worked with the audience encouraging those in attendance to try to create their own ‘Deep Voice’ sound.

The Empowerment

Among those present that night was Rinchen Chugyal, the Chant Master of the entire Drepung Loseling Monastery. Rinchen Chugyal spent time with me, helping to further refine and develop my Tibetan chanting techniques. Of the 50 in attendance, I was the only one who was able to create the ‘Deep Voice’. After Rinchen Chugyal was satisfied that I had absorbed bis refinements, he looked at me and said: ‘Teach!’

‘Are you empowering me to teach the “Deep Voice”?’ I asked in amazement.

‘Yes!’, he said. ‘You teach!’

Since I had developed the ‘Deep Voice’ on my own (with no supervision on the physical plane), I had not felt it appropriate to attempt this before. Indeed, as I relate later in this book, my first experience attempting the voice was not entirely successful. I still believe that improper methods of learning the voice may be damaging. Until that time with Rinchen Chugyal, I had never consciously tried teaching anyone the Tibetan chanting techniques. However, with the empowerment from the Drepung Loseling Chant Master, I was encouraged to begin teaching the ‘Deep Voice’.

Teaching the Tibetan Voice

I taught my first class in the ‘Deep Voice’ two months later to a group of Buddhist men who had attended the Drepung Loseling monks’ workshop. One third of the class were able to produce minimally the ‘Deep Voice’ during my workshop. Others received the ‘Deep Voice’ later.

Since then, I have become more proficient at understanding the physiological mechanism of the ‘Deep Voice’. I have also realized the extraordinary power and sacred responsibility of the voice and reserve the actual teaching of the voice for higher levels of the Healing Sounds seminars. It is, however, not unusual for a student at my opening seminars to receive the ‘Deep Voice’ simply by hearing me sound and by being around me. These students have been both men and women! It is quite an experience and a remarkable example of‘harmonic transmission’. I believe that the ‘Deep Voice’ is a gift which 1 received through association with the Gyuto and Gyume monks and which has now been amplified through the Drepung Loseling monks. Almost two years later I had another profound experience with Tibetan overtone chanting and sacred sound which I would now like to share.

IN CONCERT

The extraordinary musician and composer Kitaro invited me to perform with him in an ensemble at a benefit concert for Tibet that was to take place in New York. One week prior to the concert I was informed that the Drepung Loseling monks would be performing with us! As there are now several groups of Tibetan monks who perform on tour, I found this occurrence rather synchronistic.

The night of 9 October 1993 was one of the most sacred sonic experiences I have ever had. The concert took place at the Church of St John the Divine in New York City. 5,000 people attended this performance. The ‘Voices of Tuva’ began the concert, performing folk songs from Tuva in the hoomi voice. Next, the Drepung Loseling monks sounded forth with their powerful chanting. Then Kitaro s ensemble came on stage.

Kitaro performed on synthesizer and taiko drums. There was also a guitar player, a tabla player, another keyboard player and a didjeridu player. I played Tibetan bowls, bells, bamboo flute and percussions, and chanted in the ‘Deep Voice’ as well as in the Nouveau European Vocal Harmonic style. Then, the Drepung Loseling monks performed a final sacred chant in which I took part.

It was a wonderful evening of old and new harmonic music, honouring the sacred sounds from many different traditions. I trust in some small way, through my part in the performance, I was able to return to the Tibetan monks some of the extraordinary gifts that they have dispensed throughout the planet.

ONE LAST NOTE

As the final note for this book, I would again thank the Masters of Sound Current. They continue to assist in my teaching and in this work. They have helped in the creation of this book and to assure that Healing Sounds has found its way into the right hands. I would also thank you for showing a mutual interest in sound with me. 1 trust that 1 will have the opportunity of creating and sharing vocal harmonics with you. May sacred sound flow through you for the harmony of all.

Jonathan Goldman




MY FIRST INTRODUCTION TO HARMONICS

PIR VILAYAT KHAN

It was 6 November 1981. I was in Washington DC at a conference entitled ‘Healing in Our Times’ sponsored by the Sufi Healing Order. Thousands of people filled the lecture hall watching well-known teachers and pioneers of the spiritual and scientific communities speak on topics related to alternative healing: Elizabeth Kubler Ross spoke on death and dying; Robert O. Beeker on electromagnetism and healing; Dolores Krieger on therapeutic touch; Hiroshi Motoyama on the chakras; and Thelma Moss on Kirlian photography.

This was at the beginning of the holistic health movement which has grown to monumental proportions in the 1990s. It was the first conference I had attended on a subject which had already begun to interest me. I had recendy taken a workshop on healing with sound and music, and coming from a family focused on traditional allopathic medicine (my father, grandfather and brother are all MDs), this new approach to wellness was very exciting.

I had not followed in my father’s footsteps. I had been a musician playing the guitar in commercial rock ’n’ roll bands. Until my introduction to holistic health, I had seen no possible connection between music and healing. That was why I was so pleased to be at this conference waiting for the next speaker: Pir Vilayat Khan, spiritual head of the Sufi Order of the West. His topic was ‘Healing with Light and Sound’.

Pir Vilayat Khan spoke on using sound and light to stimulate the body and the auric fields. I was intrigued by the concepts of the chakras and their relationship to sound, and now specifically wanted to hear about this. I listened carefully to Pir Vilayat and 1 waited for the information I was seeking. It did not come and throughout most of the lecture, I sat excitedly in my seat, waving my hand wildly, trying to ask a question about the subject. Pir Vilayat took a number of questions from the audience, but not mine. At the end of his talk, 1 found myself in a crowd that surrounded him. Suddenly, I was facing this white-haired spiritual master. He looked at me and nodded.

‘Pir Vilayat,’ I began, is there a relationship between tones and the chakras?’

He thought for a moment and then replied, ‘Yes. I believe there is. But I think the true healing power of sound is to be found in harmonics.’

‘Harmonics!’ I said. ‘Yes! Harmonics! Thank you!’ and I walked away triumphantly, feeling that my most important question had been answered at last!

THE HARMONIC CHOIR

The problem was that I had no idea what Pir Vilayat was talking about. As a musician, I knew that harmonics were part of a technique of tuning the guitar. You would dampen the string so that a muffled tone was produced when the string was struck and you then tuned another string to this muffled tone. But that was all I knew about harmonics.

Nevertheless, I was in a sort of daze from this encounter with a spiritual master who surely was an authority on healing with sound. Somehow, 1 ended up in a little bookstore outside the conference auditorium. This bookstore had been set up for the conference and sold books and tapes on subjects related to alternative healing. Almost as though I were being led by unseen forces, I found myself in front of a table which had a number of audio tapes. 1 looked down at a tape entitled ‘The Harmonic Choir’, thinking ‘Yes! This is what I want.’ I had not heard of this recording and had no idea what was on it. But it did contain that magical word ‘harmonic’ and something inside of me said ‘Buy it!’

With tape in hand, 1 went into the lobby of the hotel where the conference was being held. Inside the briefcase I had been carrying was a cassette player with headphones. I took out the cassette player, put on the headphones, popped in this mysterious tape and began to listen. The first thing I heard was a powerful human voice singing one single note. Then this note began to expand with extraordinary bell-like sounds that seemed to come out of nowhere. It was ethereal and unearthly and it was gorgeous. I do not normally have transformative experiences in crowded hotel lobbies, but almost instantly I became entranced. The next thing I became aware of was the click of the cassette player as it shut itself off.

I had had powerful experiences while listening to music, but never before had I totally lost consciousness and been transported to some other realm as had happened with this tape. Then and there, I vowed that I would find out all I could about harmonics. I listened to that cassette almost continuously. The more I listened, the more I became entranced by it. It was the most heavenly sounding music I had ever heard and I played it for practically everyone I met. Their responses were similar to mine, though perhaps not as obsessive.

The notes on the Harmonic Choir tape explained that the voices on the cassette really were human, unenhanced by any studio effects. The members of the choir had learned an ancient technique found in the sacred music of Mongolia. It enabled singers to sing two or more notes at the same time. This was called ‘harmonic singing’.

For months in Boston, I tried imitating the sounds on the tape. Through trial and error I actually began to create some rudimentary harmonics. Then in 1983 I went to New York to hear the Harmonic Choir in concert and take a workshop on harmonic singing. From the workshop I was able to refine my harmonic singing techniques and I became more proficient at creating two notes at the same time. After months of practice, I had my techniques down well enough so that I could begin to show others how' to create some basic harmonics.

My reasons for doing this were simple. In my experience of using sound and music for healing, I had encountered some excellent sounds and techniques from the music of Steven Halpern to the toning exercises of Elizabeth Laurel Keyes. But nothing was as powerful or as profound as creating vocal harmonics. I would be relaxed and at the same time energized, when I produced these double voices. I could feel the sound resonating in my head and body unlike anything else. I wanted to share this experience with others.

THE SONG OF THE SOUL

There was also an interesting phenomenon that I had begun to observe regarding harmonics and toning, which was the use of the voice as a healing instrument. My initial teacher in toning was a woman named Sarah Benson from the New England area. Sarah taught the transformative and healing uses of sound and in particular the voice. One exercise which was effective involved using the voice in order to scan the auric field of another person and then project sound into that person. I began working with this technique and, as I did, I would observe extraordinary results. There were emotional, mental and even physical imbalances that were immediately released through the use of this technique.

My first real transformational experience with sound had occurred several months before the Washington Conference during a workshop with Sarah Benson in an exercise called ‘The Song of the Soul’. In it, a person is put in the middle of a circle of people who then chant and sing the person’s name. I was conscious during this exercise and remember being transported from the circle to the inside of a purple pyramid made of crystal. I sat inside this pyramidal structure being bathed by green light. When the group stopped chanting my name, I gently returned to my body. It was one of the most extraordinary experiences of my life and it had been due solely to the power of sound.

When my own personal studies and sound work developed to the point where I felt confident, I began teaching toning in workshops. I became aware that after a person had scanned another with their voice and was projecting sound into that person, I would hear harmonics. I could close my eyes and listen to the sounds that were coming from the person doing the toning and know when they had found the right location. Though none of my students knew about the creation of vocal harmonics, these harmonics would occur naturally when they were being used for healing.

I intuitively felt that there was something very special about this ancient singing technique, but there was virtually no available information on the subject. I found a paragraph in one book and a page in another, but there was no substantial writing on the relationship between vocal harmonics and healing. This was at the very beginning of the reemergence of harmonic singing in the West, in the early 1980s.

THE LAMBDOMA AND CYMATICS

I began to read books on the physics of sound to find out about harmonics as a phenomenon of vibration hoping that science would provide some answers, and then I met Barbara Hero. Barbara had been working with a Pythagorean formula - called the Lambdoma - for healing with sound and created the Lambdoma frequencies of this formula with a synthesizer. I realized that the Lambdoma was based upon the harmonic series and could be applied to the voice.

In 1983, through my acquaintance with Barbara, I was introduced to Dr Peter Guy Manners, a British osteopath who had invented a machine called the Cymatic Instrument, which utilized the direct application of sound into the body for healing and used harmonically related tones that resonated imbalanced parts of the body, restoring their natural frequency. I asked him if it was possible to do the same thing with the human voice and he replied affirmatively. This confirmed for me that my intuitive feelings about harmonics as a tool for healing were correct. I began to study and learn about Cymatics and the principles of resonant frequency healing.

TIBETAN MONKS AND THE ‘ONE VOICE CHORD’

Next, I came in contact with the sacred music of Tibet. The Dalai Lama’s chanting Gyuto monks sang a fundamental tone that was so deep and low it sounded like the growl of a wild animal. It was inhumanly low, impossibly deep and there were other tones along with this that sounded like a schoolboy choir singing in falsetto. It was an unearthly sound.

I now wanted to be able to duplicate this sound, but it seemed impossible. From the little material available on the subject I learned that it took the monks ten to fifteen years to learn this ‘One Voice Chord’. Nevertheless I was determined to create this voice myself. In 1984 I had a teacher of sound who was a singer of Hindustani music. He was able to imitate nearly any vocal sounds and was fairly adept at chanting the Hoomi-style voice utilized by Mongolian shamans. He also seemed able to duplicate the sound of the Gyuto monks. He could do this for only fifteen seconds at a time and then he would have to stop because the sound strained his throat. I asked him if he could teach me this technique and he asked why anyone would want to learn it, since it created a terrible strain on the vocal chords.

At the time, I did not know that he was not creating the One Voice Chord correctly. It had sounded similar to the sound of the Gyuto monks to me but I later learned that it was different - the placement of the sound was wrong and it did indeed damage your vocal chords. Unaware of this, I asked him to show me his technique for creating the growl tone, which he did. But when I tried to duplicate it I really strained my voice. I had a sore throat for nearly a month and gave up attempting to learn the One Voice Chord.

A year later, the Gyuto monks went on a tour of the United States. It was my privilege to spend some time with the monks while they were in Boston and to attend a number of performances and chanting sessions which they gave. I thought perhaps that I might learn how and why they created their incredible sound. However, the monks were understandably guarded about the technique and purpose of the One Voice Chord. It was a profoundly sacred tool to them and nothing they would share with the uninitiated.

Some time later, the Dalai Lama’s chanting Gyume monks of Tibet, who also sing in a similar voice, came to Boston. Gyuto and Gyume are both tantric colleges originally located in Tibet. The names describe the geographical locations of the tantric colleges in Lhasa, the capital of Tibet. It was my honour to help bring the Gyume monks into a recording studio for the first time in order to record their sacred chants.

That night, after the recording session, I went home with a cassette copy of their chanting and fell asleep in my meditation room listening to these sounds. The next morning upon awakening I found a sound emerging from myself that I had never before produced. It was the One Voice Chord of the monks. Astounded, I walked into the studio where the monks had recorded and demonstrated the voice to David Collett who had recorded the monks with me. He laughed and then opened his mouth. The same sound came out of him! Somehow, we had both been given this extraordinary vocal ability.

The Gyume monks returned to Boston to do a performance which we were arranging, and when they walked into the recording studio, my partner and I smiled at them and sounded out with a One Voice Chord. The Rimpoche laughed and said something to the interpreter who said, ‘Rimpoche says “Best in the West”.’

It was an extraordinary example of what I call ‘Harmonic Transmission’ in which the sacred knowledge and techniques of masters are transferred simply by their presence. I had heard stories of similar experiences occurring when students would sit with gurus. I had never, however, heard about sonic abilities being transferred in this manner.

My experience with the Gyume monks only amplified my fascination with sound and harmonics. At times, during sacred soundings, I would utilize this powerful One Voice Chord. There were often people around who wanted to learn this voice, but it was nothing I could teach. I discovered later that one of the ways in which the younger Tibetan monks learned to do the One Voice Chord was to simply be around the older monks who had perfected it.

TRANSFORMING SOUND INTO LIGHT

The next year another experience occurred that radically altered my concept of what harmonics were doing. It was during the Harmonic Convergence, 16 and 17 August 1987, a time when many people believed a shift in planetary consciousness would occur and were working to open themselves to these transformational energies through meditation and chanting. I journeyed to Mexico, first to the Tule Tree where Mayan prophecies had foretold that Quetzalcoatl, the plumed serpent God, would spring forth to issue a new era of consciousness on the planet. Next I went to Palenque, where the Mayans had built a city with structures reminiscent of ancient Egypt.

Late one night a guide took me and five travelling companions on a tour of Palenque. He said he would show us a Palenque which we would not otherwise experience and took us into one temple that had been closed to the public, leading us down into a subterranean level using his flashlight. He pointed to a doorway and said to me, ‘Make sound here.’ He had known about my interest in sound, but I could not figure out why he wanted me to do this.

Then, he turned out his flashlight and we were immersed in total darkness. I had never been in a place so black. There was no light anywhere.

‘Make sound,’ he urged.



‘Sure,’ I said, shrugging my shoulders, a futile gesture since nobody could see a thing.

I began to tone harmonics towards the area he had indicated before the light went out. As I did so, the room began to become illuminated, but it was not like the light from a flashlight. It was more subtle, but it was definitely lighter in the room. You could see the outlines and figures of the people there. Everyone was aware of this and after I stopped toning, the room was filled with exclamations. Then the guide turned on his flashlight again and we continued our tour.

The full implications of this experience did not occur to me until I arrived back in the United States. Somehow, I had been able to use sound to create light. This was not the same phenomenon as sound turning into light, a scientific hypothesis in which a sound wave, when speeded up, becomes light. This was different, having to do with creating fields of light through sound and, in particular, vocal harmonics.




ABOUT THIS BOOK

Healing Sounds is about the extraordinary potential of vocal harmonics to be a tool for health and self-transformation. We will look at the science and mathematics of harmonics and how all things are harmonically related; we will examine sound as the primary creative force in the universe in relation to harmonics. We will explore the esoteric uses of harmonics in shamanic and magical practices, from the Hoomi singing of Mongolia to the Kabbalistic Tree of Life, learning more about the Tibetan practice of harmonics and their use in sacred rituals. We will work with harmonics as tools foi meditation and transformation, exploring the sonic yoga ol listening. In focusing upon harmonics and healing we will begin to realize the full potential of this force.

We will learn exercises and techniques for creating vocal harmonics. After all, if we do not experience harmonics for ourselves, this is all merely food for the brain. Without experiencing the wonderment of vocal harmonics, we can not know about the powers of harmonics. Enabling us to know this power is what this book is all about.

Several years ago, it was my pleasure to do a presentation for a group of about 150 medical doctors and scientists in Germany. The group was the International Society for Music in Medicine and the presentation was on harmonics. For the first hour of this presentation, I talked about what harmonics were and their use in esoteric traditions. Then, for the second hour, I gave them step-by-step instructions on how to create vocal harmonics. As I concluded, I said to them, ‘I have shared with you information and techniques on what I consider to be one of the most powerful tools for sound healing in existence. I am unable to do the research that you can. I don’t have the equipment or the expertise. But now, instead of having to travel to Mongolia and to bring back a shaman who can do this form of sounding, you can do it yourselves. Perhaps you will take the next step in this work and begin the experimentation which may prove to have enormous impact. Thank you.’

I had allowed time for questions and answers and awaited them. The first hand that went up was a doctor who I had observed at other presentations. He was always finding fault with the presenters and their material. Nothing was ever good enough; there was always something wrong. I took a gulp and called on this man, positive that he was going to say, ‘How can you have wasted our valuable time with this nonsense.’

Instead, he said, ‘Mr Goldman, how do you feel about sharing such a powerful and sacred tool with us?’

I smiled and replied, ‘I feel this is most important work and I am honoured to have shared it with you. It is now time for the spiritual and the scientific communities to work alongside each other so that together we can discover the extraordinary gift of sound to heal and transform.’

That is why I share the information and exercises in this book, so that we may all discover this extraordinary gift of sound.

Sound has been the major transformative energy in my life. It has taught me about meditation and healing and many other important aspects that have contributed to my health and happiness. Harmonics have been my greatest teacher. I trust that harmonics will be as great a teacher to all of us.
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1. HERMETIC HARMONICS

HERMETIC PHILOSOPHY

Myths in many cultures speak of the universe having been created by way of sound. The Egyptian God Thoth was thus believed to have accomplished the work of creation by the sound of his voice alone. The Greeks knew this Master of Occult Wisdom as Hermes Trismegistus, ‘Thrice Great Hermes’, the scribe of the Gods. The sacred writings of the Ancient Mystery Schools were attributed to him as mediator of divinely revealed wisdom.

Healing Sounds is all about esoteric music. The relationship between occult wisdom and sound may at first seem far removed. Yet, in the Ancient Mystery Schools of Egypt, Rome, Greece, Tibet, India and other centres of learning, knowledge of sound was a highly refined science based upon an understanding of vibration as the primary causative form of the universe.

In the Ancient Mystery Schools, the priests and magicians were often also the musicians. Many of the great scientists of ancient times (such as Pythagoras) were also versed in esoteric knowledge. Their wisdom stemmed from an understanding of the universe that is only now being quantified in arenas such as quantum physics where the scientific and the spiritual can become one.

While there are many mystical and spiritual paths, the Principles laid out by Hermes Trismegistus seem to be incorporated in all of these paths. There were Seven Principles upon which the entire Hermetic Philosophy was based.

Described in The Kyballion: a Study of Hermetic Philosophy, these are:

I. The Principle of Mentalism: ‘All is mind’

II.    The Principle of Correspondence: ‘As Above, So Below’

III.    The Principle of Vibration: ‘All is in vibration’

IV.    The Principle of Polarity: ‘Everything is dual’

V. The Principle of Rhythm: ‘Everything flows’

VI.    The Principle of Cause and Effect: ‘Everything happens according to Law’

VII.    The Principle of Gender: ‘Everything has its Masculine and Feminine Principles’

Upon examination of these Seven Principles, it becomes immediately apparent that two of these Principles involve sound: The Principle of Vibration and The Principle of Rhythm. A third Principle, The Principle of Correspondence, will also be seen to apply to sound.

In order to understand the meaning of these Principles, it is first necessary for us to understand more about sound. In the next chapter, we will examine more specifically some scientific aspects of sound and, in particular, harmonics. For the moment, let us look at some of the basic principles of sound as an energy and how sound may be used as a tool for health and transformation.

RESONANCE

As the ancients seemed to know, everything in the universe is in a state of vibration. The chair you may be sitting on is in a state of vibration, as are the pages of this book. Sound may be understood as being vibration. ‘Resonance’ is the frequency at which an object most naturally vibrates. Everything has resonant frequency, whether or not we can audibly perceive it. From the orbits of the planets around the sun to movement of the electrons around atoms, everything is vibrating.

It is also important to understand that, in alignment with this concept of sound, every organ, bone and tissue in your body has its own separate resonant frequency. Together they make up a composite frequency, a harmonic that is your own personal vibratory rate. Through resonance, it is possible for the vibrations of one vibrating body to reach out and set another body into motion. This can easily be observed, for example, when a singer breaks a glass with the voice. What happens is that the voice of the singer is able to match the resonant frequency of the glass and set that glass into vibration. Then, using too much sound energy and overamplifying the glass, it breaks.

There are numerous examples of resonance with which we may be familiar. You may have seen film of a bridge that has been vibrated by a heavy wind: the bridge begins to sway and then starts to vibrate and soon it breaks apart and falls into the water. This phenomenon is well-known to architects who now create structures which are not easily resonated by external vibrations such as wind. [This bridge collapse was the Tacoma Narrows Bridge, commonly known as, "Gallopin' Gertie". Videos of it can be found on the internet.]

This concept of resonance may explain how Joshua wa: able to bring down the walls of Jericho as related in the Old Testament. Joshua and his men began marching around the walls of Jericho beating drums and blowing trumpets. They marched around the wall seven times. Then they stopped and suddenly ‘The peope gave a great shout!’ and the walls came tumbling down. Is it possible that Joshua had knowledge of using resonance to collapse the walls of the city?

These images of the glass shattering, the bridge collapsing and the walls crumbling are all examples of the destructive use of resonance. Yet, as sound can be used to destroy, it can also be used to heal and transform. Just as it is possible to set an object into its own natural motion through resonance, so it is possible to restore the natural vibratory frequencies of an object that may be out of tune or harmony. When an organ or another portion of the body is vibrating out of tune, we call this ‘disease’.

Let us conceive of the human body as a wonderful orchestra which is playing this marvellous symphony. When we are in a state of health, the entire orchestra is playing together. However, when disease sets in it is as though a player - the second violin for example - has lost its sheet music and begins to play in the wrong key and the wrong rhythm.

First it begins to affect the rest of the string section. Ultimately this person causes the entire orchestra to sound poorly.

Traditional allopathic medicine currently has several approaches to the problem we have just described. One solution is to drug the violinist, sometimes to death, in hopes of getting this person to stop playing. Another more frequently utilized solution is to cut out the offending organ as occurs in surgery. But what if it were possible to give this suffering musician back their sheet music and let the whole orchestra return to normal? Analogously, what if it were possible somehow to project the proper resonant frequency back into the organ that was vibrating out of tune and harmony?

When an organ or another part of the body is in a state of health, it will be creating a natural resonant frequency that is harmonious with the rest of the body. However, when disease sets in, a different sound pattern is established in that part of the body which is not vibrating in harmony. Therefore, it is possible, through use of externally created sound that is projected into the diseased area, to reintroduce the correct harmonic pattern into that part of the body which is afflicted and effect a curative reaction. Through the principle of resonance, sound can be used to change disharmonious frequencies of the body back to their normal, healthful vibrations.

ENTRAINMENT

The different rhythms of the body may also be changed through sound. This is known as ‘entrainment’ and involves the ability of the more powerful rhythmic vibrations of one object to change the less powerful rhythmic vibrations of another object and cause them to synchronize their rhythms with the first object. Through sound it is possible to change the rhythms of our brainwaves, as well as our heart beat and respiration.

Different brainwave rates have been equated to different states of consciousness. There are four basic categories of brainwaves, based upon cycles per second (hertz or hz), the measurements given to sound. They are:

1.    beta waves - from 14 to 20 hz, which are found in our normal waking state of consciousness;

2.    alpha waves - from 8 to 13 hz, which occur when we daydream or meditate;

3.    theta waves - from 4 to 7hz, which occur in states of deep meditation and sleep, as well as in shamanic activity;

4.    delta waves - from 0.5 to 3 hz, which occur in deep sleep and have been found in very profound states of meditation and healing.

The use of music in sacred ceremonies and shamanic rituals has occurred since ancient times. It has recently been verified that sound can be used to effect and change our brainwaves. The changing of these rates creates changes in consciousness, allowing mystically altered states to be induced.

These principles of using resonance and entrainment are the fundamental concepts behind the use of sound to heal and transform. They are found in every practice that uses sound, regardless of the tradition, belief system or culture. Many times those utilizing sound for spiritual or magical purposes may not be aware of them. But examination of these practices, from the Hindu use of mantras to shamanic use of chanting and drumming, reveals a commonality in these principles of resonance and entrainment as the basis of sonic transformation and healing.

CORRESPONDENCE

In 1988 the following headline appeared in a newspaper: ‘SOUND SHAPED IN DAZZLING TOOL WITH MANY USES’. The subheading read: ‘Ultrasonic beam can make, break, or rearrange molecules and levitate objects in midair.’ A source of energy that can rearrange molecular structure and levitate objects? This surely sounds like something from UFO Digest, but it is actually from the Science section of the New York Times in February 1988. While the article focuses upon the use of ultrasonic beams which are many thousands of hertz higher than any frequencies that we can actually hear, the extraordinary power demonstrated can just as easily be applied to those frequencies within our normal realm of hearing.

Everything in the universe vibrates and is in a state of flow. The Hermetic Principles of Vibration and Rhythm are correct. But what about the Principle of Correspondence? The Principle of Correspondence may also apply to sound, particularly with harmonics. When, for example, a string is plucked, there is that single note which sounds, called the ‘fundamental’. There are other notes which also sound, called ‘harmonics’ or ‘overtones’. These harmonics are mathematical ratios of that first note. The first harmonic which occurs vibrates twice as fast as that first note, the second harmonic vibrates three times as fast, the fourth harmonic vibrates four times as fast and so on.

If we examine a piano we find there are eight octaves. The note C, for example occurs eight times. The lowest note C on the piano is very deep, while the uppermost note C is very high. These notes are not the same and yet they are interrelated. If you were to strike that lowest C on the piano, you would also set into resonance all the other Cs on the piano. They are harmonics of each other.

It is possible with sound to set into resonance and entrainment frequencies which may be much lower or higher than the frequency which we are sounding because of these principles. If we use our imagination, we can understand that conceptually the vibrations of the Earth may reach all the way to the heavens and vice-versa: ‘As above, So below’. As an example, if we take a planet’s rotation period and reduce it to seconds of time, then divide one by this number for the inverse proportion, the resulting number is well below a sound that we can hear. However, when doubled many times, it becomes an audible frequency. For example, the earth has a rotational period of 23 hours, 56 minutes and 4 seconds, totalling 86,164 seconds. By taking the reciprocal value of this and dividing one by this number, a frequency of 0.000,001,160,576 hz is obtained. If this number is raised by 24 octaves (doubled 24 times), the result is a frequency of 194.75 hz, which we perceive as the tone of a note found within the range of an audible G.

If we listen to the audible frequency of this planet, it may be possible for us to resonate and entrain with it despite the fact that the actual vibratory resonance created may be thousands of times faster or slower than the frequencies to which we are listening. This same principle applies to the frequencies of the human body which may be far removed from those sounds which we can hear but which can be affected by audible vibrations. Through the Principle of Correspondence, we may use harmonically related sounds to influence the vibrations of atoms or the stars.

SOUND AND HEALING

The use of sound as a healing modality is nothing new. It is probably as old as the first sound ever made by a man or a woman. The first humans are believed to have used sounds in sacred and ritualistic ways to promote fertility, to aid at birth, to facilitate the growing of crops, to accept death and for many other occasions. Using sound, they would summon spirits and ancestors to cure sickness and rid a body of disease.

As humankind developed in its understanding and knowledge of sound, the masters of the Ancient Mystery Schools realized the true power of sound to bring healing and transformation. While little of the exact knowledge of these Ancient Mystery Schools remains, it is, however, quite probable that the major instrument used in those times was the human voice.

For all the instruments available on this planet, the most powerful is the human voice. This is especially true when the voice is used for healing. Electronic instruments can make louder sounds with more amplitude and decibel levels than the human voice; these machines can also create tones that are well above or below the ability of any human. This does not mean, however, that great loudness or frequency range are any more effective than the volume and frequencies of the human voice. Bigger is not necessarily better. Louder does not necesssarily mean more healing.

SOUND AS A ‘CARRIER WAVE OF CONSCIOUSNESS’

When I first began working with sound and music for healing, I understood that everything was based upon frequency. As the Hermetic Principles tell us, the universe is nothing, more or less, than an endless number of vibrations and rhythms. Yet, as I began to pursue and study this work more, I began to notice another interesting phenomenon. Sometimes different people apparently used different frequencies or different sounds to heal the same problem. ‘How could this be?’ I wondered, unless there was something else besides the frequency. There must have been something equally important in sound that I had been ignoring.

It was my friend and fellow colleague Steven Halpern, PhD, who first brought my attention to the missing area in question. ‘Sound is a carrier wave of consciousness,’ Steven said. This means that depending upon where an individual’s awareness is placed when he creates a certain sound, the sound will carry information on that state to the person receiving it. If, for example, you are angry and you create a sound, even though it may be a pleasant sound, you will be sending anger that is incorporated into that sound. This will be perceived on some subtle level by those receiving the sound.

I like to think of this as the intent or purpose behind the sound. With this word ‘intent’, we are really talking about the consciousness of the sound being created. This encompasses the overall state of the person making the sound and involves the physical, mental, emotional and spiritual aspects of that person. The initial understanding of intention involves our conscious mind. Is the conscious intent of the sound to heal or to hurt, or is there no specific intent or purpose there at all?

A more advanced understanding of intent involves what may be understood as alignment with the purpose of our higher selves, or the ‘Divine Will’. It is that aspect of consciousness that is able to align with the sacred energy of sound. It is ‘Thy will’, not ‘my will’. When we have reached this level, our intent is to become a vehicle for sacred sound and we are able to by-pass the lesser aspects of self which may be out of balance. For many people, the initial understanding of intent is a major stepping stone in using sound as a transformative and therapeutic tool, for most of us have never created sound with conscious awareness and purpose.

Once I began to bring the concept of intent into the area of healing with sound, answers appeared for me. The concept of intent relates to the Hermetic Principle that all is mind, for intent stems from the mind of the creator of sound. All is vibration and rhythm, but what is the intent behind the energy?

Dr John Diamond, MD, worked for years with behavioural kinesiology, a method of muscle testing. With kinesiology you would test a person to determine if his muscle was strengthened or weakened by an external force or stimulus. For example, when someone held a cigarette and you pressed their arm down, their arm would be much weaker than before they held the cigarette. Cigarettes, among many other things, tend to rob us of our life energy.

Dr Diamond spent many years demonstrating that not only would certain substances make us strong or weak, but that music could do the same thing. The main aspect of what made the music positive and strengthening or negative and weakening depended upon the intention of the person creating the music.

An example of this was demonstrated when I listened to a classical piece performed by an orchestra with a well-known conductor. While I listened to this piece of music, I had my muscle tested for strength or weakness. I was also asked just to observe my respiration and my heart beat: both of these were slow; I was breathing deeply and regularly.

Then I listened to the same piece of classical music performed by the same orchestra with a different conductor. The music went on and before I was muscle tested, 1 was again asked to observe my heart beat and respiration. Much to my amazement, I found that I was breathing shallowly and that my pulse was faster. When 1 was muscle tested, I tested

weakly. What was different? It was the same piece of music with the same orchestra! How could such a dramatic change have taken place within me. The answer lay with the conductor.

The first conductor was a man who was loved and revered by the classical community. He really seemed to be in touch with the flow of music that was being created and acted as a conduit for the music. His music made me strong. The second conductor was a very strict and regimented man who created fear in those with whom he worked. His music always had to be perfect. His reputation and his ego were committed every time he picked up the baton. His music made me weak. Here was a perfect example of intention creating the difference in the effect of the music. The sound had been the same and yet the influence it had had upon me was very different.

THE HUMAN VOICE

The major focus in this book is upon the human voice. There are two reasons for this. First, the human voice is the most accessible of instruments. We do not have to go out and buy a piece of scientific machinery or a musical instrument in order to experience harmonics. Second, the easiest instrument through which intention can be focused and channelled is the human voice. It is a bit more difficult to pick up an instrument and project your intent. It is more difficult to turn on a machine and project your intention, especially if the machine is designed for healing and all you have to do is turn it on and leave the room.

Because of this understanding of the importance of intention within the use of sound as a modality for healing and transformation, I have created a formula which is important for us to comprehend. It is this:

FREQUENCY + INTENTION = HEALING

It means that the intention of the person working with the sound is as important as the frequency which is being projected at a person to create resonant frequency healing. Since the concept of intention is, at present, a scientifically immeasurable quality, it is extremely difficult for many in the medical community to understand it. Nevertheless, I am convinced that this formula is correct and that without the aspect of intention, working with pure frequency alone is not the answer.

This is another reason why I have been working more closely with the human voice. When we have learned techniques for harmonic toning, the human voice is able to create nearly every frequency, at least within the bandwidth of audible hearing. Due to the Principle of Correspondence, these sounds can potentially relate to any vibrating object. We therefore have the resonance and entrainment aspects of sound within our own capacity.

Try this for yourself. Take a little phrase such as ‘I really like you’ and project different qualities on to this. For example, say ‘I really like you’ and imagine saying this to a loved one such as a parent, a child, a brother or a good friend whom you haven’t seen in a long time. Close your eyes and see this person and say ‘I really like you’ to them. Now imagine that you are with a person whom you find sexually attractive. It may be a husband, wife, boy or girl friend. Whoever it is, imagine your attraction to this person and then say ‘I really like you’ and perceive the difference in the way you felt it from the first time you said it.

Now imagine that you are with a person who is a dreaded enemy. This is someone you really don’t like and really can’t stand to be with. Now close your eyes and feel the disharmony in the situation and now say ‘I really like you’ to this imagined person. It may sound very different or it may sound very similar. But the energy behind this ‘I really like you’ is certainly different from the other two. Even if you use the exact tone of voice with all three ‘I really like you’s, do you think the different people receiving these sounds would be able to perceive the differences in intention in them? They are the same words (the same frequency) but with the different intentions they will affect us very, very differently.

We can learn to use our voices for positive means or we can create the opposite effect. The human voice seems to be the most potent creator of sound frequencies that can be coupled with intention.

An additional formula which uses the same principles of frequency and intention is:

VISUALIZATION + VOCALIZATION = MANIFESTATION

This formula developed through an examination of the creation myths from many different traditions. In many of these myths, the creator God would manifest the world and all its objects through sound. This God would visualize or first think of the object to create, placing intention upon this. Then the God would vocalize the sound for the object, creating its frequency and bringing it into being.

In Genesis, 1:3, for example, we have: ‘And God said, Let there be light: and there was light.’ The creator God speaks the name ‘Light’ and through this creates Light. Similarly, the Ancient Egyptians believed that the God Thoth would speak the name of an object and bring it into being. Other examples of this creation through sound are:

‘In the beginning was the Word.’ (St. John, 1:1)

‘In the beginning was Brahman with whom was the

Word.’ {Vedas)

The Hopi legends tell of the Spider Woman who sang the song of creation over the inanimate forms on the earth and brought them to life. And from Popul Vuh in the Mayan tradition, the first real men are given life by the soul power of the voice.

Through the principles related in this chapter, we can understand how the voice may be used to heal and transform. We can embody the mystical and sacred power of sound and rediscover our own innate ability to use our voices as extraordinary instruments of health and well-being. As we do this, we will discover one of the most sacred and mystical aspects of sound, the magic and mystery of harmonics.


2. THE SCIENCE OF HARMONICS

WHAT IS SOUND?

The universe is alive with sound and within all sounds are harmonics. Harmonics, also known as ‘overtones’, are a phenomenon of sound that occurs whenever sound is created. Normally we perceive what seem like single tones when we hear a note struck on a musical instrument like a violin or a piano. However, nearly all tones that are produced by musical instruments, our voices or other sound sources are in reality not pure tones, but mixtures of pure tone frequencies called ‘partials’. The lowest such frequency is called the fundamental. All partials higher in frequency than the fundamental are referred to as overtones.

Before we begin our exploration of harmonics as a phenomenon of sound, let us first examine sound. Sound is a vibrational energy which takes the form of waves. These waves are scientifically measured in units called hertz (‘hz’) which measure the cycles per second which this energy creates. This rate is objectively known as the ‘frequency’. It is subjectively experienced as ‘pitch’.

Frequency

A string that vibrates back and forth one hundred times a second will create a sound that can be measured at 100 hz. This would be its frequency. One that vibrates one thousand times a second would be measured at 1000 hz.

We hear within a range limited to vibrations between 16 and 25,000 hz. This may vary dramatically, depending upon the individual and their age. While the upper limit for young people with perfect hearing may sometimes reach 25,000 hz, there is a large percentage of the population who cannot hear tones above 10,000 hz. Sounds above 25,000 hz are called ultrasonic. Sounds below 16hz are called ELFS (extremely low frequencies). The slower a sound vibrates, the lower we perceive it. The faster it vibrates, the higher we perceive it. On a piano, the lowest note vibrates at a frequency of 27.5 hz. The highest note on a piano vibrates at 4,186 hz.

Different frequencies which have specific measurements create the different notes that make up the musical scale we use today. If we examine the notes on a piano, we find they have been divided into 7 white keys and 5 black keys. The 7 white keys represent the notes of what is called the ‘diatonic’ scale. This is the major scale in Western music. Starting from C, the notes are C, D, E, F, G, A, B and ending with another C. The black keys represent the sharped (or flatted notes) which represent the steps between the white keys on the piano. They are Cl? (or Db), Dt (or Eb), Fff (or Gb), Gif (or Ab) and Aff (or Bb).    .

If a string on a piano vibrates at 256 times (cycles) a second, we say its frequency is 256 hz. This 256 hz frequency creates a note whose pitch is called C. We also refer to this as do in the Solfege system of notation (do, re, mi, fa, so, la, ti, do). On a piano, a note that vibrates at 293 hz is a D; one that vibrates at 330 hz is called E; at 349 hz it is an F; at 392 hz it is a G; at 410 hz it is an A, at 494 hz a B and at 512 hz it is called a C once again.

Tuning

In the different systems of tuning musical instruments, different frequencies for particular notes occur. The note C, for example, may vary from 251 hz to 264 hz and the other notes of the scale may also vary a great deal. This depends upon where you are tuning an instrument (its concert pitch differs in Europe and the United States) and the instrument you are tuning (a piano tunes differently than a violin).

The subject of tunings is quite complex. Differences in tunings have to do with mathematics. If we call a note vibrating at 256 hz the note C and a note vibrating twice as fast at 512 hz an octave above that C, there are many different ways to divide up the other notes between those two Cs. Some tunings are based upon the harmonic series and have to do with harmonic ratios. Other tunings are based upon equal division between the notes. It is an intriguing and complicated subject.

Overtones

With our example of a string which is struck and vibrates at 256 hz and which we refer to as a C, when we listen to that string we usually hear, first and foremost, the C note. This is referred to as the ‘fundamental’ tone. However, when that string is vibrating at 256 times a second and that C is sounding, many other notes besides the fundamental tone are also sounding. These are the ‘overtones’.

While in many cases we cannot individually distinguish the different overtones which are sounded, these overtones contribute to the overall sound colour or timbre of an instrument. Different instruments will all sound overtones, but specific overtones are most prominent in different instruments. These most prominent overtones are called ‘formants’. They are the area of the sound spectrum where the sound energy is most highly concentrated.

Overtones are responsible for shaping the individual sounds that we hear, and for giving instruments their uniqueness. In an electronic laboratory, the harmonics were removed from three instruments using special filters. Upon listening to these instruments without their harmonics, it became impossible to tell them apart. Yet under normal circumstances, it is not difficult to distinguish between a violin, a trumpet and a piano. Overtones are also present in our voices and, in fact, they are responsible for our own unique speaking and singing qualities. Each voice is different and each voice has its own specific formants which sound when we speak.

Overtones are mathematically related to each other. Remember the example of the string which vibrated at 256 and created the note C? As that string vibrates 256 times, other sound waves are also being created that are vibrating as geometric multiples of 256 hz. The first of these overtones to sound is vibrating twice as fast as that fundamental, at a ratio of two to one (2:1), at 512 cycles a second. This creates a note which is referred to as the interval of an octave of the fundamental and is also called a C.

THE FIRST 16 HARMONICS

Table 2.1 shows the first 16 harmonics created using C vibrating at 256 hz as the fundamental. It also shows the Solfege name of the overtone being created, its frequency and the interval created.

Table 2.1 The first 16 harmonics created using C
vibrating at 256 hz as the fundamental

[image: ]

The first column represents the note name given to the harmonic. The second column shows the interval within the octave created by the harmonic. The third column is the Solfege name given for the harmonic (the parenthesis represents the number of times they appear). The fourth column represents the partial names for the harmonic. The fifth column shows the frequency of the harmonic.

An interval is the difference in pitch between two tones. An example of this is the hitting of any two keys on a piano. The difference between these two keys is called an interval.

The second overtone which sounds is vibrating three times as fast as the fundamental, at a ratio of three to one (3:1), at 768 cycles a second. This creates a note which is referred to as the interval of an octave and a fifth above the fundamental. The name we give to this note is G.

The third overtone which sounds is vibrating four times as fast as that fundamental, at a ratio of four to one (4:1), at 1,024 cycles a second. This note also creates an interval that is an octave of that first note. It is two octaves above the fundamental and creates another note C.

The fourth overtone to sound is vibrating five times as fast as that fundamental, at a ratio of five to one (5:1), at 1,280 cycles per second. This note creates an interval that is two octaves and a third above the fundamental. This note is an E.

The fifth overtone vibrates six times as fast as that fundamental, at a ratio of six to one (6:1), and yields another G, an octave above the second overtone.

The sixth overtone is vibrating at seven times the speed of the fundamental, at a ratio of seven to one (7:1), and creates a note not normally to be found on a keyboard instrument. This is a note that is somewhat lower than a Bb (often notated as a Bb> —.)

The seventh overtone, vibrating eight times as fast as the fundamental, at a ratio of eight to one (8:1), will create another C that is three octaves above the first.

The eighth overtone vibrates nine times as fast as the fundamental, at a ratio of nine to one (9:1). It will create a D.

The ninth overtone, vibrating at ten times the speed of the fundamental at a ratio of ten to one (10:1), will yield an E, an octave above the fourth overtone which also created an E.

The tenth overtone, vibrating eleven times faster than the fundamental at a ratio of eleven to one (11:1), will create another note not normally found on the keyboard. This is a note somewhat flatter than an F# (notated as F#—).

The eleventh overtone, vibrating twelve times as fast as the fundamental at a ratio of twelve to one (12:1), creates another note G, an octave above the fifth overtone.

The twelfth overtone, vibrating thirteen times as fast as the fundamental at a ratio of thirteen to one (13:1), creates another note not found on the keyboard, a note somewhat lower than an A (notated as A—).

The thirteenth overtone vibrates fourteen times as fast as the fundamental, at a ratio of fourteen to one (14:1) and yields another Bb—, an octave above the last.

The fourteenth overtone, vibrating at fifteen times the speed of the fundamental at a ratio of fifteen to one (15:1), yields a note that is called a B natural.

The fifteenth overtone which is vibrating sixteen times as fast as the fundamental, at a ratio of sixteen to one (16:1), creates yet another note C that is four octaves above that first C which sounded.

These are the overtones of the first four octaves that are created from that first C which we called the fundamental and which was actually struck on the instrument. This is not, however, the completion of the overtones to be created. In theory the overtone series goes on infinitely, with each overtone being a geometric multiple of the fundamental, going faster and faster, higher and higher.

SCIENCE AND MUSIC

What is most important to realize about harmonics or overtones is that they are mathematically interrelated. For example, the proportions of the second and third overtones create a ratio of three to two (3:2). This is an interval called the fifth. This relationship may have profound effects upon the harmonious and healing aspects of sound.

These are the notes created by the harmonics of striking C. The same harmonic ratios arise regardless of the fundamental tone that is struck, though different pitches are created depending upon the fundamental. If we were to take these notes sounded by that fundamental C and put them together to create a scale from them, we would have a scale composed of C, D, E, F♯-, G, A-, B♭- and C. In India, where the art of music has been developed to the point of being a science, there are thousands of scales, called ragas, which are designed to have particular effects on the emotions. The scale which arises from the harmonic series of the first four octaves is known as ‘Raga Saraswati’. It is named after Saraswati, the Indian Goddess of both music and science.

In different cultures, science and music have not been separated as in the West. The ancient mystery schools of Greece, India, Tibet and Egypt had a vast understanding of the relationship between music and healing, based upon vibration as the basic creative force in the Universe.

Pythagoras and the Monochord

In ancient Greece, the God Apollo was god of both music and medicine. There were healing temples which focused upon music as the main force for harmonizing the body and spirit, thus effecting cures. One of the foremost Greek thinkers whose teachings continue to influence us today was the sixth-century BC philosopher Pythagoras, who is best known to our civilization as the father of geometry. He is also responsible for being the first person in the West who correlated the relationship between musical intervals.

The key to this discovery was a simple instrument called the monochord which was composed of a single string stretched over a piece of wood. Using the monochord, Pythagoras was able to discover that the man-made division of this string created ratios. By examining the intervals created by this division, Pythagoras found that whole number ratios could be observed. These whole number ratios, such as 2:1, 3:2, 4:3, were archetypes of form, demonstrating harmony and balance that could be observed throughout the world.

If, for example, a string is divided into two even portions, the note that is created is an octave of the open string. The two even portions vibrate at a ratio of two to one (2:1). Then when the string is divided into three equal portions, the string vibrates at a ratio of three to one (3:1). When the string is divided into four equal portions, this creates a ratio of four to one (4:1). Looking back at the ratios created from the harmonic series, it is noted that the man-made division of strings exactly follows these ratios of the harmonic series.

It is quite possible that our understanding of ratios and the system of mathematics that grew from this was based upon Pythagoras’s observation of music. ‘Study the monochord’, he is credited with saying, ‘and you will know the secrets of the Universe.’ In the study of one vibrating string, one could understand the microcosmic aspects of sonic vibration and, through this, the macrocosmic laws of the cosmos could be observed.

Pythagoras believed that the universe was an immense monochord, an instrument with a single string that stretched between the heavens and the earth. The upper end of the string was attached to absolute spirit, while the lower end was connected to absolute matter. Through study of music as an exact science, one could become familiar with all aspects of nature. He applied his law of harmonic intervals to all the phenomena of nature, demonstrating the harmonic relationship within the elements, the planets, and the constellations.

Pythagoras spoke of‘the Music of the Spheres’. He taught that the movements of the heavenly bodies travelling through the universe created sounds. These sounds could be perceived by those who had been consciously trained to hear them. The Music of the Spheres could then be sounded in the intervals of plucked strings.

To Pythagoras and his students, the Music of the Spheres was more than a metaphor. The Greek master was said to have actually been able to hear the sounds of the planets as they vibrated in the heavens. The relationship between this movement of the heavenly bodies and sound has been hypothesized by scientists for centuries. Recently, scientists using advanced mathematical principles based upon the orbital velocities of the planets have equated different sounds with different planets. Amazingly, they seem to be harmonically related. Perhaps this ancient master had hearing which could perceive these astronomical movements as sound.

In the musical example of harmonics, the creation of harmonics was explained through observing the ratios of a plucked string. However, harmonics are a manifestation of all forms of vibration. And although hearing is limited to objects vibrating between 16 hz and 25,000 hz — vibrations within this range are perceived as audible sound - merely because we cannot hear above or below this range does not mean that there are not multiple unperceived waves of sound vibrating everywhere. Anything that vibrates creates harmonics. Since the universe is composed of nothing but vibrations, everything creates fundamental tones and harmonics, ranging from electrons orbiting around atoms to the planets orbiting around the sun.

Pythagoras had a school on the island of Crotona where he taught his understandings of the mysteries of the universe. This ancient mystery school operated at three levels of initiation. The first level, the ‘acoustici’, learned to recognize and then apply the various musical proportions demonstrated to them through the use of the monochord. The second level, the ‘mathematici', dealt more specifically with knowledge of numbers, as well as individual purification and mental selfcontrol. Before going on to the next level, it was necessary that the disciple be as clear in mind and body as possible for the responsibilities of the sacred information then received. The third and highest level of initiation, the 'electi', were taught the secret processes of psychic transmutation and of healing with sound and music.

Little of Pythagoras’s knowledge taught at the highest level of initiation in his school has survived. His teachings of geometric theorems and musical proportions are part of our everyday understanding of the numerical and acoustical sciences. His philosophical concepts, such as the Music of the Spheres, continue to find their place in esoteric doctrines. Yet, until recently those secrets of using sound and music to heal have been all but lost. Pythagoras is said to have met his end when his school in Crotona burned to the ground. Some of his disciples claimed to have carried his secret teachings to other lands and other students.

THE LAMBDOMA

The search for the Pythagorean secrets of sound have continued until this day. In particular, the secrets of a curious diagram called ‘The Pythagorean Table’ or the ‘Lambdoma’ has been the subject of much discourse among scientists. The Lambdoma is credited with having been discovered by Pythagoras and was passed on by the neo-Pythagorean Iamb-lichus. The Lambdoma is an ancient musical mathematical theory which relates music to ratios.

Mathematicians and scientists have studied the Lambdoma since its discovery. It is said to hold the many esoteric secrets of the relationship between matter and spirit, including being a numerical representation of the World Soul.

Figure 2.1 The Lambdoma Diagram
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The Lambdoma is composed of two series. One represents the division of a string which indicates frequencies. The other series represents the multiplication of it or the harmonic series.

Kayser and the Lambdoma

In the 1920s Hans Kayser, a German scientist, developed a theory of world harmonics based upon the Lambdoma. He found that the principles of harmonious structure in nature and the fundamentals of harmonics were essentially the same. Kayser called himself and others who adhered to this philosophy ‘harmonicists’. He devoted much of his life to restoring to the sciences, knowledge of the importance of harmonics. He believed that through understanding the connection between music and mathematics, it would be possible to create an understanding of the relationship between tone and numbers. Thus qualities (tonal sensations) could be derived from quantities (numbers) and quantities could be derived through qualities. In his book Akroasis (from the Greek word for ‘hearing’), he wrote:

With the discovery of the relation between pitch and string length, which could be established numerically, western science was born. Qualities (tones) were derived from quantities (string or wave lengths) in an exact way.

Kayser believed that this knowledge of harmonics had become lost and had created a major schism between science and the spirit. He hoped that a true understanding of this relationship would create a bridge between the matter and soul.

According to Kayser, the whole number ratios of musical harmonics corresponds to an underlying framework existing in chemistry, physics, crystallography, astronomy, architecture, spectroanalysis, botany and the study of other natural sciences. The relationship expressed in the periodic table of elements, an understanding of the formation of matter, resembles the overtone structure in music.

In Akroasis, he describes the relationship between the leaves of a plant and the harmonics series:

If one projects all tones within the space of one octave (the same octave operation that Kepler applied in his Harmonice tnundi) with their angles sketched in a specific way, one obtains the prototype of leaf form, which means that the framing interval of the octave, being the very basis for any music making and sensation, contains within itself the form of the leaf. This lends a new ‘psychological’ support to Goethe’s metamorphosis of plants, which, as we know, seeks to derive the development of plants from the leaf form. The many forms of blossoms, 2 (4,8 . ..), 3 (6,12 .. .), 5 (10 ...), can be understood harmonically as morphological parallels to the numbers of the triad ... Just consider what it means that one blossom within a single plant exhibits an exact division into three and at the same time five. If one does not want to accept a logically reasoning intelligence, nevertheless, one must admit that in the soul of plants certain form-carrying prototypes - here, musical thirds and fifths - are at work, which as in music, shape the blossom forms as intervals.

Harmonics and Architecture

Kayser also describes the relationship between architecture and harmonics. This relationship was seen a century earlier by Goethe, the German man of letters and scientic investigator, who declared: ‘Architecture is frozen music’. By this, Goethe was describing the relationship between ratios and their application to form and structure. While not all the forms found in geometry and nature are harmonic in their relationship, according to Kayser those we find most beautiful do indeed adhere to the harmonics series. In particular, forms that express ratios based upon the octave (2:1), fourths (4:3), fifths (3:2) and thirds (5:4) create forms that are extremely visually harmonious. The knowledge of these harmonic ratios to create architecture was basic to the Ancient Mystery Schools. Thus, the most beautiful of the temples found in Athens, Rome and Egypt are all based upon these proportions.

Table 2.2 lists the whole-number ratios which are found in the harmonic series.




Table 2.2 Whole-number ratios in the harmonic series
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The Golden Section

In architecture, a particular proportion known as the ‘Golden Section’ was extremely important to ancient architects. The Golden Section is a geometric proportion in which the ratio of the whole to the larger part is the same as the ratio of the larger part to the smaller. Thus a:b = b:(a-b). The Golden Section often involves proportions which relate to the ratios found in the major sixth (3:5) and minor sixth (5:8). The proportions of the human body adhere to these ratios.

The entire length of the body can be viewed as adhering to the Golden Section if we first divide the length of the body into the proportions of the Golden Section at the navel. These proportions are then found at the nipple dividing the entire width of the human body if the arms are stretched out. The loin divides the distance from the ground to the nipples in the proportions of the Golden Section. These proportions are found in many other aspects of the body: when the knee divides the entire leg; when the eyebrows divide the head; when the elbow joint divides the entire arm. These proportions of the major sixth (3:5) and minor sixth (5:8) can be found in other bodies, such as those found in the plant, insect and animal kingdoms.

JENNY AND CYMATICS

Dr Hans Jenny, a Swiss scientist, spent ten years of his life observing and photographing the effects of sound upon inorganic matter. He would put water and other liquids, plastics, paste and dust on steel plates and then vibrate these plates with different frequencies. Much of this work was originally inspired by the work of Ernst Chaldni, an eighteenth-century scientist who put grains of sand on glass and vibrated them with a violin bow. The sand would take on the most beautiful and symmetrical shapes. The experiments of Jenny took this understanding of the relationship between sound and form a quantum leap ahead.

Dr Jenny spent thousands of hours experimenting with the effects of different frequencies upon the different inorganic substances he was using. Within the hundreds of photographs which he and his staff took are pictures that look like starfish, human organs, microscopic bacteria and underwater life. In reality, these shapes are nothing more or less than lifeless mounds of plastic, dust and other inorganic material that had been exposed to sound.

Cymatics is the name which Dr Jenny gave to his work. The name comes from the Greek kyma, a word which means wave. Cymatics is the study of wave-form phenomena. It is proof positive that sound has the ability of creating form. Once they are exposed to sound waves, the inanimate blobs of liquid, pastes, and other materials in Dr Jenny’s experiments begin to undulate and move. Slowly as the sound continues to affect them, they begin to take form. No longer shapeless blobs, these forms pulse and vibrate with the sounds that course through them, looking for all the world like living breathing creations. They are, however, not alive, but merely assume the features of life through the extraordinary power of sound. Once the sound is stopped, these shapes cease and the inorganic creations resume their shape as formless blobs.

Dr Jenny, in Volume II of Cymatics wrote:


    Now it is beyond doubt that where organization is concerned, the harmonic figures of physics are in fact essentially similar to the harmonic patterns of organic nature----In the first place, we have the certain experience that harmonic systems such as we have visualized in our experiments arise from oscillations in the form of intervals and harmonic frequencies. That is indisputable. ... If biological rhythms operate as generative factors at the interval-like frequencies appropriate to them, then harmonic patterns must be necessarily forthcoming.



According to Dr Jenny, harmonics and harmonious patterns are interrelated. The intervals created by the frequencies and their harmonics were responsible for giving shape to the different substances with which Dr Jenny experimented.

Barbara Hero has demonstrated a similar effect of harmonics using a laser and scanner system. Barbara placed a mirror under a speaker system which vibrated the mirror when two different frequencies were created. She then projected a laser at the mirror and the laser was reflected on to a screen, revealing the images created by the sounds. Barbara found that those intervals which were created by the harmonic series created shapes which were geometrically perfect. These shapes, such as a circle, remained stationary as long as the intervals were sounding. Intervals which were not harmonically related created shapes that were not geometrically perfect and their shapes decayed.

Barbara experimented with the human voice using this laser and scanner system. The results were the same. When two people sang notes that were harmonically related, the perfectly symmetrical geometric shapes appeared. This was especially true when the people created vocal harmonics. When the voices created sounds that were not harmonically related, the shapes were not symmetrical.

The potential of the voice as a healing and transformative instrument intrigued Dr Hans Jenny, whose experimental focus consisted of recording the effects of sine wave frequencies upon inorganic substances. He concluded Cymatics with the statement:


    But the real work on what might be called melos, or speech, is still to be done. This brings the larynx and its action in the scope of our studies. And at the same time, we are confronted with origination of vibrations effects, the generative element; we must learn about the larynx as a creative organ which displays a kind of omnipotent nature.>




The science of harmonics has revealed a phenomenon of sound that has application in the field of mathematics, physics and many other natural sciences. The universe is harmonically related and this relationship may be found in the sounds of the voice. The voice may be the key to understanding sound as a tool for transformation and healing. The effects of our words and sounds, according to Dr Jenny, need to be scientifically studied. The power of our words and sounds have been studied for many centuries in spiritual and esoteric studies.


3. HARMONICS IN THE OCCULT

THE OCCULT

The word occult means ‘hidden or obscured from view’. It can also describe something which is working at a more subtle level than can normally be observed on the physical level. With sound, we can apply this term to harmonics, which may often be hidden or undetected by our normal sense of hearing. The word occult is often utilized in conjunction with various systems of magical practice that may be found as offshoots of the world’s religions. These magical practices feature esoteric rituals which may be the basis of those observed by the public in various services conducted by churches and synagogues. However, unless one has been initiated into one of these esoteric orders, the information and practices taught by these groups remain arcane and hidden, and thus is ‘occult’ to most outsiders.

THE KABBALA

The use of vowel sounds is the foundation of many magical formulas and incantations of these occult practices. In fact the word ‘enchant’ comes from the Latin incantare meaning ‘to sing or chant magical words or sounds’. One of the most far-reaching occult practices is that of Kabbala, a magical system which initially seems to have come from the esoteric study of Judaism. Kabbala has since been incorporated into many forms of Western ritual, including gnostic and Christian groups.

The study of Kabbala reveals an intricate understanding of the universe, based upon an archetypal structure known as the Tree of Life. There are ten different spheres of existence, or sefera, in the Tree. These spheres have different attributes, deities and represent different levels of consciousness. The Hebrew word ‘Kabbala’ means ‘to receive’. Kabbala is the esoteric, inner teachings of Judaism. Its basis is the Old Testament as well as the Talmud, and the latter-day works of the Zohar. It is speculated that the esoteric foundations of Christianity and Islam lie in the Kabbala.

THE TREE OF LIFE

The Tree of Life is a geometric structure with which one can overlay a tree. The roots of the tree reach down into the domain called ‘Malkhut’, which may be perceived as the physical plane, and the branches reach up to the region called ‘Kether’, or Crown. A Crown is the symbol used to describe the dimensionless point which is between the Manifest and Unmanifest. From the Crown, all things spring forth into the realms of creation.

Figure 3.1 illustrates the Tree of Life, giving the name of spheres (or 'sefirot' in Hebrew) as well as the attribute for each sphere.
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There are many books written on Kabbala and the Tree of Life. Using the Tree as a holographic model, it is possible to overlay practically all other models of consciousness and reality into it. Certain esoteric groups have been able to align the physical body and chakras with the spheres. Different writers have assigned different vowel sounds, musical notations and intervals to these sefirot. The form and shape of the Tree of Life seems to have universal appeal to philosphers and thinkers from many different traditions who have worked unceasingly to try to understand the Tree and fit their conceptual model of the universe into it.

VOGEL’S QUARTZ CRYSTALS AND THE TREE OF LIFE

Marcel Vogel, who was a head research scientist for IBM, spent years investigating the healing attributes of quartz crystals. In the mid 1980s, he began cutting quartz crystals to a specific shape which apparently aided and empowered the crystals’ healing energy. I received one of these crystals cut by Marcel himself. A short time later, I became introduced to Kabbala and the form of the Tree of Life. I remember staring breathlessly at this image which was represented in a poster on the wall of a friend’s room. At the time, I was unfamiliar with Kabbala, but I knew the form: it was the exact same dimensions as the crystals cut by Marcel Vogel.

Quartz crystals act as transducers of energy. That is, they have the ability of taking one form of energy, such as pressure waves and converting it to a higher form of energy such as electricity. They have the property of being ‘acousto-luminesccnt’ which means that they can convert sound waves into light. Sound into light.

After my revelation looking at the Tree of Life on my friend’s wall, I called up Marcel Vogel. We had spoken before about the relationship between sound and quartz crystals, and in particular, the ability of the specific harmonics to resonate them.

‘Marcel,’ I began. ‘I was looking at the Kabbalistic Tree of Life and saw that it was in the exact same form as your cut crystals. Are you aware of this?’

‘Certainly,’ he responded. ‘I received that shape from a dream and applied it to cutting crystals.’

‘Is that shape a universal form for energy conversion?’ ‘Yes,’ Marcel replied. ‘And I’ll tell you something else. It’s also the shape of the water molecule.’

In traditional Hebrew Kabbala, there are certain sacred names associated with specific spheres. These are names which, when chanted like a mantra, will cause the reciter to resonate to the frequency of the sphere. This is another aspect of sacred sonic entrainment similar to the practices of tantra, utilized by the Tibetan monks, in which the practitioner, working with vocalization and visualization, recites a specific mantric form designed to invoke a particular entity. While visualizing this entity the practitioner unites with it.

VOWEL SOUNDS AND THE KABBALA

One practice utilized by many different kabbalistic groups is to work with the vowel sounds to manifest the energy of these different spheres. This is done through stressing the vowel sound of the sacred names associated with specific sefirot.

William Grey, one of the greatest Western magicians of this century, writes of vowels in The Talking Tree:


    The vowels were ‘extras’ in Hebrew, and fitted in with consonant-formed words in order to give those words their real meaning according to the spirit in which they were intended. The vowels were originally very special sonics indeed, being mostly used for ‘God-names’ and other sacred purposes. Consonants gave words their bodies, but vowels alone put soul into them.

Taken together in combination, the Vowels will ‘spell’ the Name of the Living One: I. A.O.; IEOA; HU; YAH; etc. Whichever way they are connected, they signify Divinity enlivening Existence, and hence were sacred in all Magical practices ... Thus the vowels are to language what Life and Consciousness are to Existence.



In this magical kabbalistic practice, it is believed that, as Grey stated, the chanting of particular vowel sounds has the ability of connecting the chanter with the energies of the Divine. Through chanting the vowel sounds keyed by what Grey called ‘The Master-Code of the “Word” A.E.I.O.U.’, one could effect a ‘fully cosmated consciousness’. Each of the vowel sounds chanted in specific combinations could create resonance with particular divine aspects.

In Grey’s work, the vowel A (ah) is equated with the element of Earth and the direction of the North; the vowel E (ee) is equated with the element of Air and the direction of the East, the vowel I (ai) is equated with the element of Fire and the direction of the South, the vowel O (oh) is equated with the element of Water and the direction of the West and the vowel U (oo) is equated with the element of the Aether (which he called the element of Universal truth) and the direction is ‘around and about’.

The use of the vowel sounds as magical formulas is apparently very ancient. Edgar Cayce, ‘the sleeping prophet’, while in trance, talked of the ancient Egyptians using the seven vowel sounds to activate the energy centres of the body. From a totally different source similar information is obtained. Yale University professor James Anderson Winn discusses the uses of vowel sounds in Egypt in his book Unsuspecting Eloquence: ‘In Egypt the priests, when singing hymns in praise of the gods employ the seven vowels, which they utter in due succession.’

The relationship between vowel sounds and harmonics is not observed in the various books on Kabbala and magic. Perhaps this information is intentionally absent. However, Professor Winn does not let this slip by. He continues:


    The different shaping of the mouth cavity and placement of the tongue necessary to produce different vowels actually gives each vowel a distinct overtone which will be present whether the vowel is sung or spoken, whether the speaker is male or female. If you speak this sequence of words - beat, bit, bet, bat, boat, bought - you should hear those overtones descending in pitch; if you take away the sound of the vocal chords by whispering, the effect will be even clearer.




Certain scholars have traced aspects of the Kabbala to the ancient Egyptian temple ceremonies. It is not suprising, therefore, that William Grey’s and other magical groups’ work with vowel sounds may be similar to those practices utilized in the Egyptian temples.

GOD NAMES IN THE TREE OF LIFE

A difficulty that lies with investigation into occult and magical practices is simply that unless one is initiated into a magical order, it is highly unlikely that much exoteric information will be readily available regarding esoteric practices. An example of this may be found in the ‘God Names’ of the different spheres from the Tree of Life. These ‘God Names’ are now available to the public in various books on Kabbala. As we have stated, the chanting of these God Names is said to act in a manner which resonates the chanter and unites them with the energy of the God Name.

Figure 3.2 represents the Tree of Life with the God Names of each sefira provided, along with the name of the Archangel said to reside over the particular plane. Recitation of the Angelic Names is said to invoke the named Angel.

William Grey writes that the chanting of the various vowel sounds and sacred names will not ‘accomplish anything by themselves for those who do not know and have not practised all the prerequisites needed to make them what they are -major controls of living consciousness’. A major prerequisite with any sound work of this manner lies in an understanding of the relationship between vocalization and visualization.

Figure 3.2 The Divine Names and
Archangels of the Tree of Life
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In both the Ancient Egyptian and Ancient Hebrew traditions, the Creator deity would speak the name of something and that something would come into being. For example, in Genesis God said, ‘Let there by light and there was light.’ By uttering the word ‘light’, light is created.

Naomi Janowitz, author of The Poetics of Ascent, theorizes that in order for Divine language to create manifestation, this language must be encoded with a certain deed or content. Thus, added to the process of vocalization of a specific sound in order to create a particular ‘something’, is the additional factor of the Creator God thinking of that ‘something’ while speaking it. We therefore bring into focus the concept of‘visualization’. A formula which seems to embody this is:

VOCALIZATION + VISUALIZATION = MANIFESTATION

This formula seems to hold true in the sacred practices of nearly every tradition I have investigated. For example, a practitioner will both vocalize a specific sound to resonate with a particular entity, but will also visualize this particular entity. With regard to the Kabbala, a practitioner would visualize a sefira and then chant the God Name.

As we have stated, gaining information and insight into esoteric practices can be quite difficult. Often the uninitiated is simply not allowed to experience the true ‘inner’ nature of ceremonies. Thus, as William Grey points out, the chanting of the Sacred Names of the Tree of Life without proper knowledge may not be effective.

Regardie’s Chanting of God Names

It has been my great privilege to have certain ‘inner’ workings of sacred sound shared with me by students, friends and teachers, despite the fact that I may not have been formally initiated into an order. One such sharing involved the Kabbala. A friend of mine, a musician and practising magician, allowed me to hear a recording of a secret kabbalistic ceremony. I had taught him how to sing harmonics and as a practising magician, he then utilized harmonics in the magical ceremonies he took part in and taught vocal harmonics to others.

Like myself, an enthusiast in harmonics, he looked for these sounds in sacred ceremonies.

The recording, made many years ago, was of a very famous Western magician, Israel Regardie, a member of the Order of the Golden Dawn, as he chanted the ‘God Names’ of the different planes. This recording has now been made available to the public, though at the time it was quite a discovery of esoteric sound practices. As I listened to Regardie chanting these ‘God Names’ such as ‘Yah Way’ (chanted ‘Yod-He-Vav-He’), I immediately became aware that the vowel sounds in these names were elongated and focused upon. In other words, it was not simply ‘Yod-He-Vav-He’, but ‘Yoooooooood-Heeeeeeeey-Vaaaaaaaaahv-Heeeeeeeey’. As I listened more intently, I realized that the harmonics found in these vowels were strongly stressed.

It was not as though the overtones were merely a by product of this sounding. In this recorded ceremony, Regardie was consciously trying to create and then amplify and enforce the harmonics as be toned the ‘God Names’. The technique was called ‘tonal chanting’. This recording was apparently done before the awareness of vocal harmonics techniques and the overtones are not nearly as powerful as they could have been. Nevertheless, upon hearing this recording it immediately became apparent to me that overtone chanting was one of the highest and most secretive levels of magical work.

While I have not found this in any book, it is my belief that the use of harmonics with these ‘God Names’ creates a magical sonic formula for manifesting different aspects of divine energy. My friend the musical magician is in agreement on this. Since each vowel sound has a particular set of overtones inherent in its creation, each different ‘God Name’ would have a specific sonic formula that would occur when it was intoned properly.

SUFI CHANTING

This understanding of the sacred aspect of vowel sounds may be exoterically found in a number of different traditions, including the Sufis, who attribute different divine qualities to the vowels. It is only upon hearing certain Sufi chanting that the importance of the harmonics within the vowels becomes obvious.

Peter Michael Hamel, in Through Music to the Self, writes of this chanting technique:


    In the Islamic sphere a special technique was likewise developed, in which the voice is altered beyond all recognition. From time immemorial the ‘muezzin’, who intones the Holy Koran from the minaret, has placed both hands on his temples and sung the call to Allah in an unnaturally high tone with his head-voice, the falsetto. The notes, which in quiet areas can be heard miles away, sound in the distance like a soft woman’s voice, and only in the vicinity of the singer does one become aware of his exertions in forcing and straining his voice. Here, too, tradition has it that the singer with divine powers is in direct touch with the Prophet’s message.

In Sufi chanting this jump into the head-voice has developed even further. In ecstatic moments, the singer of the Holy Scriptures brings off a kind of hiccup or very rapid yodel which, as with an overblown flute, switches the voice to a higher pitch. Via this powerful form of chanting, the mystic message of the texts, or ecstatic prayers, is conveyed to the initiate by direct means. This is a technique which reflects the mystic Islamic combination of austere power and loving devotion.



The Sufis are an esoteric branch of Islam. They have great knowledge of vowels which they utilize in their healing work. In The Book of Sufi Healing Shaykh Hakim Abu Abdullah Ghulam Moinuddin writes:


    The three basic sounds are the long vowel sounds of ‘a’, ‘i’ and ‘u’. These are what the Sufis call the universal harmonic constants, and they are used in all mystic paths that utilize sounds .... The long vowel sound of‘a’ (as in ‘father’), as a vibratory tone, travels downward and slightly to the left from the throat and centers in the heart .... The long sound of ‘i’ (as in ‘machine’) moves in the opposite direction, up the nasal septum, and vibrates at the point of the pineal gland . . .. The long sound of‘u’ exists when uttered exactly at the point on the pursed lips, the point of connection between the in- and out-breaths.



The author also points out, that for example, the name ‘Allah’ is ‘just an elongation of the long vowel sound of “a” and activates the heart. Another example of a prayer that uses the ‘ah’ sounds to open up the heart chakra is the Lord’s Prayer. (‘Our father, which art in heaven .... amen.’)

Pir Vilayat Khan, head of the Sufi Order of the West, is greatly aware of the uses of harmonics as spiritual and healing modalities. In Towards the One, Pir Vilayat Khan utilizes the relationship shown in Figure 3.3 between the vowel sounds and the chakras.




OVERTONES IN RELIGIOUS TRADITIONS

[image: ]
Figure 3.3 Pir Vilayat Khan’s
chakra/vowel sounds



Hazrat Inayat Khan was the father of Pir Vilayat Khan. A musician himself, he was extremely aware of the power of sound and music to heal. In Healing and Music: The Viewpoint of Hazrat lnayat Khan, author Sarmad Brody writes:


    The basic attunement for harnessing the will in healing with sound is the intoning of a single pitch on an open vowel sound. There is a secret to getting the right sound and that is to be able to hear the different overtones in the harmonic series of the tone you are producing.... Different overtones come out more clearly through different vowel sounds so intone slowly ‘oo-ah-ee’ and hear the various overtones in a different emphasis with each vowel.



Brody then specifically describes the fourth overtone which is two octaves and a major third above the fundamental. This is the harmonic stressed by the Gyuto monks during their tantric chanting:


    If you can be conscious of that fourth overtone, you can begin to heal yourself through sound since this brings one’s whole being into tune and raises consciousness to a high pitch. Also, if you can sing very softly and send this sound, while being conscious of this fourth overtone, into an area where energy is blocked or tensed, you can release the tension.



The assignment of particular overtones to particular qualities and abilities may be found in other traditions. Robert C. Lewis, a student of the Rosicrucian Fellowship, covers much Christian Mysticism in relationship to harmonics in The Sacred Word and Its Creative Overtones.

According to Lewis, the fundamental is a physical sound which is a projection of the Holy Spirit. Harmonic octaves of this fundamental also align to this energy. Lewis uses the note C for this and assigns it the geometric shape of a square. The next overtone which creates the interval of the third is assigned to the Christ Spirit. Lewis uses the note E for this and assigns it the geometric shape of a five-pointed star or the pentagram. The next overtone which creates the interval of the fifth is assigned to the Supreme Being. Lewis uses the note G for this and assigns it the geometric shape of a six-pointed star or the hexagram.

Rosicrucians such as Lewis and Max Heindel focus upon Christian mysticism. Yet, as in many esoteric teachings, they find universal principles of sound found elsewhere in this chapter. Lewis writes:


    Everything that exists in the universe was first a thought, that thought then manifesting as a word, a sound, which built all forms and itself manifested as the life within those forms ....

The overtones of all musical sounds progress from the physical world into the spiritual world. That is why music is practically always part of religious services. Whether it be a Hindu mantra, the chant of a Jewish cantor, the call to prayer of a Moslem muezzin, a simple Christian hymn or a Bach Cantata, the purpose of music in a religious service is to raise the vibratory rate of a congregation upward through a series of overtones, to a spiritual level.



GREGORIAN CHANTING

While the Gregorian chanting of the Catholic Church may at first seem far removed from our subject of vowel sounds and vocal harmonics, there are many similarities to be found in this form of chanting. Christian hymns have existed since the earliest times of worship. St Augustine defined it as ‘the praise of God by singing’. As a musical form, Gregorian rite won universal acceptance in Europe, where it was considered to reach its apogee in the eighth century. According tojoscelyn Godwin, author of Harmonies of Heaven and Earth:


    The Christian tradition, while recognizing the great psychological value of music, has seldom used it for esoteric or initiatic purposes. The reason lies in the situation under which early Christianity, both esoteric and exoteric developed. Under the Roman Empire music was associated with all things the Christians shunned: the ecstatic worship of pagan divinities, frivolous entertainment by virtuosi, sexual licence and the horrors of the circuses. The Church Fathers allowed the singing of hymns, but could not conceive of anyone listening to music except for mere sensual enjoyment.



While the sensual pleasures of music may have been shunned by the Church, the beauty of Gregorian chant, complete with audible overtones, has echoed for many centuries in various cathedrals. Gregorian chant was initially sung in unison, with all the monks singing the same musical line using elongated vowel sounds. This was called ‘plainsong’. These elongated vowel sounds created overtones that seemed like a ghostly voice accompanying the monks. During that time of the eighth and ninth centuries, overtones were pursued in a number of different monasteries much more consciously than in today’s Gregorian singing.

At some point, probably in the ninth century, music made a radical new departure. This was the performance of the music of the liturgy with two voice parts. The new style was termed organum and at its most primitive consisted simply ofone voice singing the plainsong melody, being accompanied step by step at the interval of a fourth below by another voice.

Please bear in mind that if we were using modern notation, for example in the key of C, the plainsong would be in the key of C while the accompanying voice would be in the key of G. Gradually the plainsong was relegated to the lower voice. The upper voice combined with this plainsong to create together what sounded like a series of long, drawn-out pedal notes. When heard in the acoustically resonant chambers of many of the cathedrals in Europe, one becomes aware of the clarity of specific harmonics that resound during the chanting.

The spiritual and physical benefits from Gregorian chanting were so little recognized by the Catholic Church that after Vatican II chanting in Latin of the sacred texts was discontinued. The effect of this is illustrated by the story in our chapter on Meditation about Dr Alfred Tomatis and the Benedictine monks he treated for exhaustion and depression due to their lack of chanting.

Dr Tomatis believes that the sacred chants from different traditions are rich in high-frequency harmonics and have a neurophysiological effect which charges the brain. This may be a scientific explanation for some of the transformative abilities of harmonics. Yet, there is more.

THE LANGUAGE OF HARMONICS

In the various esoteric and occult traditions, harmonics and vowel sounds are utilized for ceremonial and magical work. They are ‘God names’ and ‘chakra sound’ and contain within them some inherent energy that has mystified mankind since the first sound. There are legends that before there was a spoken language of words, there was a harmonic language. This language allowed humankind to communicate with all the creations of nature. It utilized the concept of information being encoded on the pure tone frequencies of harmonics. It was different from telepathy in that it used sound but it was similar to telepathy for the thoughts and information were sent on the sound wave and were received by the listener. This may be one of the ways by which dolphins communicate with each other, transmitting three-dimensional holographic thought-forms of sound. Eventually this harmonic language separated. The consonants combined with the tones to create words. The tones combined with other sounds to make music. Perhaps we may one day again rediscover this harmonic language.


4. HARMONICS IN SHAMANISM

INTRODUCTION

In Western Mongolia there is a very special waterfall which feeds into the Deer River. This waterfall is said to be very sacred for legend has it that it was through this waterfall that the shamans of Mongolia were able to learn to sing harmonics. They did this by listening to the sounds of the waterfall, which sang harmonics itself. Slowly, they began to attempt to duplicate the sounds of the waterfall using their own voices, and thus mastered the ability to create vocal overtones. This waterfall was said to be a gift from the spirit world to mankind in order to give them the gift of harmonics.

The word ‘shaman’ comes from the Siberian ‘saman’. It has been utilized by anthropologists to refer to persons who were previously known by such terms as ‘witchdoctor’, ‘witch’, ‘medicine man’, ‘sorcerer’, ‘wizard’, ‘magician’, ‘seer’ and ‘magic man’. Michael Harner, in The Way of the Shaman, defines a shaman as a man or woman who enters an altered state of consciousness to contact and utilize an ordinarily hidden reality in order to acquire knowledge, power and to help other people.

According to Jeanne Achterburg in Imagery and Healing:

Shamanic practice involves the ability to move in and out of a special state of consciousness, a notion of a guardian spirit complex and has the purpose of helping others.

Shamanism is thought to be the oldest form of healing known to mankind. In shamanism, the shaman communicates with the spirit world in order to do their work. Most commonly, they utilize sound as a means of achieving this and, naturally, the voice is a most common instrument for invoking spirits and travelling to the spirit realms. Dr Achterburg calls this ‘Auditory Aids to Altered States’.

In this chapter, we will examine the use of harmonics and their sonic counterpart, vowel sounds, as they may be utilized in different shamanic traditions.

MONGOLIAN OVERTONE CHANTING

Perhaps the most highly developed use of vocal harmonics is the tradition of'hoomi’ (‘choomig’, ‘xoomij’) or throat singing, found in the Tuvic region of Mongolia. This is the Mongolian name for a solo style of overtone singing where two distinct pitch lines are sounded throughout. One of these is a nasal-sounding drone of relatively constant pitch and corresponds to the fundamental. The other pitch consists of piercing, whistle-like tones which form a melody line above the drone utilizing the 5th through the 13th partials. The singing style is reminiscent of the sound of the jew’s harp.

Working with a fundamental tone of, for example, about 100 hz, a Tuvic singer would create a melodic line working with the 5th through the 13th partial, vibrating at what would be between 600 through 1,300 hz. These singers also create extremely high nasal harmonics utilizing the 16th through 23rd partials, creating tones that would vibrate between 1,600 and 2,300 hz. Of course, singers working with a higher fundamental nearer a middle A, of440hz on a piano, might be able to create frequencies up to 10,120hz, a sound that is almost supersonic in its scope.

Ethnomusicologists have analysed Mongolian overtone chanting in terms of the frequencies and harmonic partials that are created by this style. However, little has been written about how the Mongolians are able to create these sounds and why they would want to create such extraordinary sounds in the first place.

We cover some of the techniques utilized for vocal harmonics in Chapter 6. As for the particular reasons for and uses of hoomi, we can only speculate. It is my hypothesis that the Mongolian style of singing which is now found in the secular music of that region is the exoteric version of an extremely shamanic esoteric sacred sounding utilized by shamans to heal and transform. These shamans would utilize these sounds to communicate with nature spirits and various kinds of entities.

Peter Michael Hamel, in his book, Through Music to the Self, writes of the ‘magico-animistic’ musical language found in Mongolia, which was a centre of shamanic power. Hamel believes that the Mongolians listened very carefully to the sounds created by the bowing and plucking of their singing bows. From this they were able to ‘appreciate the secret of music, the physical basis of sound-production and learnt to realise vocally this original archaic phenomenon of the “monotone” ’. Through this, the Mongolians developed the hoomi or throat-singing technique. Hamel offers us a description of an individual Mongolian able to sing in two voices at once:

He hums or sings nasally a note of medium pitch and alters the volume of his mouth-cavity by opening and closing his mouth, thus varying the harmonic spectrum of this single, long-drawn-out note. Suddenly, at a very high pitch, a shrill melody rings out, though consisting solely of the amplified harmonic of the single bass-note ....

The ghostly and almost supernatural effect of this singing technique makes it easy to understand the legend that singers able to master such overtone melodies were in touch with the spirits and possessed supernatural powers. It is said that there have been shamans who showed such mastery of this technique that they could be heard loud and clear over great distance.

Certain ethnomusicologists believe that throat-singing techniques, found in Mongolia and in southern Siberia among the Tuvans and Khakassy, were learned from the sound of the jew’s harp, for the sound is quite similar. Others believe it may have been learned from the singing bow. Perhaps it was learned from the sounds of the Deer River. Regardless of its origin, these ethnomusicologists feel that the technique did not arise as a matter of mere vocal acrobatics. The songs which were performed and notated by these scientists were secular but their traditional connection with the jew’s harp, an important shamanic instrument in those regions, suggested a different derivation to them.

The ethnomusicologists believed that the guttural, whistlelike sounds which are part of the songs seem more likely to constitute an extreme example of voice masking, such as is used ritually in different forms in many cultures. It is interesting to note that older Mongolian traditions connect both this kind of singing and the jew’s harp with supernatural communication. The probability of such a link gains strength from the occurrence of a related phenomenon in Tibet. There the singing of partials is not found in a secular context at all, but as a form of chanting associated with the Tantric rituals practised by the monasteries of Gyume and Gyuto.

There are validations about the shamanic origins of overtone singing as demonstrated in the Tuvic region of Mongolia, from both Hamel’s mystical approach and the scientific approach of ethnomusicologists. A problem that many ethnomusicologists encounter is an inability to perceive the mystical and shamanic aspects of the music they are investigating, and even when the mystical is encountered by them, it is not recognized as such.

Ted Levin, founding member of the Harmonic Choir, travelled to Tuva to record the hoomi singers there. While Levin’s approach to these sonic phenomena is quite scholarly, he writes of hoomi in the notes of Tuva: Voices from the Center of Asia:

These styles might well represent vestiges of a proto-musical sound world in which man sought through mimesis to link himself to beings and forces that most concerned him: in the case of the Tuvans, domestic animals, the physical environment of mountains and grasslands, and the elemental energies of wind, water, and light.

In the traditional sound world of present-day Tuva, throatsinging is still intimately connected to nature... Throat-singing seems to have served traditionally as a means of responding to states of heightened feelings brought on by exaltation at the beauty of nature. Walking alone on the grasslands, herders sang not for one another, but for themselves, for the mountains and for the steppe.

Interestingly enough, Levin writes in Tuva, throat-singing is almost exclusively the province of men. Women are physiologically able to produce the same sounds, though at higher pitch levels. There is however, a taboo against women throat-singers based upon the belief that such singing may cause infertility. This belief is gradually being abandoned as newer cultural values are replacing the old and some girls are now learning hoomi. Levin notes that the Tuvan herders are poised between old cultural values and new ones:

In many arenas of material and spiritual culture, the once strong voice of traditions is now only a faint echo. For example, shamans, the traditional healers, are all but non-existent, and shamanism has been officially consigned to the non-threatening status of an historical artifact amenable to theatrical recreations.

We can understand Levins’ thoughts about this. On this extraordinary recording, Tuva: Voices Jrom the Center of Asia, is an example of a shamanic ceremony, performed not by an actual shaman but an actor ‘who has long and convincingly acted the role of a shaman in plays’. Perhaps there were no shamans who existed. However, it is quite possible that while there were shamans in the region, they did not feel that their sacred ceremonies would rightfully have worked on a recording such as this.

From my own personal experiences with shamanic ceremonies and rituals, I have found that the shaman leading the ceremony will oftentimes allow outsiders to participate in the ceremony. However, many of these shamans believe that to record these sacred rituals is definitely wrong. It is believed that the sound energy has the ability of invoking the ancient spirits and beings through ceremonies and rituals and that this sound energy would be captured on the tape. Not only might the ritual itself be impaired, but, when played back later, the recording could have the capability of summoning these beings. Naturally, a shaman would feel that a recording that had this capability might be improper. It would damage the relationship that the shaman had with the invoked spirits, as well as being quite dangerous to those who inadvertently summoned the spirits without knowing what to do with them. Knowing this, it is understandable why many shamanic rituals and ceremonies are not recorded.

The use of vocal harmonics is practised in a number of other regions of Outer Mongolia besides Tuva. Our next chapter, ‘Tantric Harmonics’, focuses on a particular form of overtone chanting practised by Tibetan monks. However, forms of producing vocal harmonics as a shaman tool are not limited to Asia and are practised in decidedly different cultures, from African to Alaskan Eskimo. There are undoubtedly many other traditions that also utilize this form of sonic shamanism that the uninitiated will never know about.

THE MAYANS

In the Introduction I related an experience I had had in the ancient Mayan centre of Palenque where I had the occasion to create both harmonics and light in a totally dark room. Recently, I was talking with a man who had spent years with a people, the Lacandon Mayas of the Mexican Rain Forest, who are said to be the descendants of the Mayan builders of Palenque. When I told him of my experience in Palenque, he nodded his head and said: ‘You are very lucky to have experienced this! It is something that the Mayan shamans teach, this creation of light through harmonics. It is the higher harmonics that do this.’

This of course is information that you would not find in any historical book about the Mayans, nor would it be available through an ethnomusicologist who was recording the sounds of the Lacandon Mayas. Yet, the experience I had had in Palenque was real and I believe the verification which I received about the Mayans and their knowledge of harmonics. It is a strong indication that vocal harmonics may be part of many other shamanic traditions, but this knowledge is hidden from the public.

Along with this creation of light through sound, it seems likely that, with the correct intent, different spirits and beings can be summoned through use of overtone chanting. Psychic Kaimora, while in trance, talked about the different planes of existence (astral, causal, etc.) being resonated by harmonics. It is possible that harmonics can actually create an opening or a gateway between different realms of existence. This would be in keeping with the belief of the Australian Aboriginal shamans.

THE ABORIGINES

The Aboriginal people utilize a form of harmonics in their sacred ceremonies that is not created from the voice but from an instrument. The didjeridu is a hollowed-out tree limb which is blown into to produce a very low fundamental tone as well as very distinct overtones. The sound is very similar to the ‘One Voice Chord’ of the Tibetan monks.

The basic sounds of the didjeridu are quite simple to achieve. One simply breathes out while vibrating the lips. However, one of the primary ingredients in the sounding of this instrument is the ability to do circular breathing. Circular breathing is a very advanced technique that requires the breather to let out a continuous flow of air, so that the sounding of the didjeridu never stops. This naturally means that the breather must be able to take in-breaths through the nose while continuing to exhale air through the mouth. It is quite a complicated technique that, interestingly enough, has also developed in Tibet. Even without the exquisite sound of the didjeridu circular breathing creates a very altered state of consciousness in the person practising the technique.

The story of the didjeridu was related to me by Julius, a white Australian who had lived with the Aboriginal people and learned their use of the didjeridu.

The Aborigines believe that before the first Aboriginal people came to this planet, there was a race of supernatural beings called the Wandjina. They were a ‘Dreamtime’ race and responsible for the creation of the various creatures and forms on the Earth. When the Aboriginal people were created, it was time for the Wandjina to depart. They left these people the didjeridu as a gift. When the didjeridu sounded, it created a sonic field, a sort of interdimensional window, through which the Wandjina could travel to the Aborigines and vice-versa.

It is not just any tree limb which can be used for making a didjeridu, but the limb of a very special tree that has been hollowed out by termites. In order to find these trees, it is necessary for an Aboriginal shaman to enter the altered state of consciousness called ‘Dreamtime’. Once they are in Dreamtime, they set out on a journey and are guided to the special trees which will supply the limb for the didjeridu.

Julius confided to me that while living with the Aborigines, he had often tried to find such a tree but had been totally unsuccessful. Yet he had seen tribal elders enter Dreamtime and always come back from their search with the hollowed-out tree limbs. He also told me that besides being used in ceremonial work to invoke the Wandjina, the didjeridu was used for healing. A person with an illness would lie on the ground and the shaman would blow the didjeridu over the afflicted part of the person to facilitate the healing. This struck me as being very similar to some resonant healing techniques that are described elsewhere in this book, including overtoning, where one person projects their voice into the body of another person; or Cymatic Therapy, where specific frequencies are projected, via an instrument, into another person.

The use of vowel sounds in shamanic ceremonies is commonly reported by researchers encountering such rituals. Vowel sounds, as I have previously related in this book, contain the energy of harmonics. The use of vowel sounds may be found in different shamanic traditions though no comprehensive study of the subject has yet been undertaken. These shamanic chants are described by Jeanne Achterburg in Imagery and Healing: ‘Normally, the chants are phonemes strung together. There is no ready interpretation or translation for them available in the language of ordinary reality, only in feeling states.’

NATIVE AMERICAN SHAMANS

Frequently, there are specific songs, passed down from generation to generation, which shamans of different traditions use. However, just as frequently, various spirits will direct the shamans in new and original songs. Often, these songs sound to us, as Dr Achterburg described, like a series of meaningless phonemes. An example of this might be found in certain Native American songs which seem like the sound ‘Ah Hey Ya’ repeated over and over again and again.

It was my privilege to attend a medicine ceremony of some Huitchol shamans. The Huitchols engage in Peyote as a sacrament which guides them in their rituals. Many of the medicine songs sounded very much like the repetition of vowels sounds. During a break in the ceremony, I had the opportunity to ask the chanting shaman where he learned the songs.

‘Some of them,’ he replied, ‘are traditional songs I have learned. But most of them come from the medicine which teaches me as I sing them.’

Joseph Rael, known as ‘Beautiful Painted Arrow’, a Native American of the Ute-Tewa tradition, works with what he calls the ‘Five Vibrations’. In 1983, Joseph had a vision during a sundance in which he was shown ‘sound chambers’ placed throughout the world. In these sound chambers, sacred sounds were chanted which allowed attunement and resonance through all the created beings on the planet.

There are now eighteen of these sound chambers throughout the world. I met Joseph at one such chamber in Gold Hill, Colorado. Looking very much like a Native American ‘Kiva’, this circular chamber was designed specifically for chanting the ‘Five Vibrations’. These are sounds found in Joseph’s lineage, but also in every other major lineage on the planet. They are vowel sounds. In his vision, Joseph was given these vowel sounds to utilize, working with a specific energy inherent in these sounds. They are:

[image: ]

We chanted these vowel sounds for about five minutes each while focusing our attention on the energy inherent in the sound. After each vowel sound, Joseph would tell us to listen in silence to the vowel sound. During these exercises I became aware of the importance of my focus upon harmonics. As I chanted each vowel sound, I noticed the specific harmonic that was created through each one. It is this harmonic, I believe, which, in conjunction with the fundamental tone, creates the attributes which Joseph works with. I also became aware during the listening in silence between the vowel sounds of how our nervous system will attune to the frequencies and energy of the vowel sound when chanted for just a brief time. The listening between the vowels proved to me as helpful as the creation of the vowel sounds themselves. Each silence was different. My nervous system was different. The inner listening I experienced was different. I had done similar exercises many times before, but never had I quite had the inner validation of the effects of vowels and their harmonics as resonating tools for our brains and complementary systems.

During a break I spoke with Joseph and shared with him my understanding of the sacredness of vowels and the harmonics inherent in them. I asked Joseph if the Elder Medicine People in his tribe or other tribes would be willing to validate the use of vowel sounds as sacred tools.

Joseph laughed and replied that they knew a great deal about vowel sounds, but would probably say that they had no idea what anyone was talking about, professing ignorance. We both had experienced warnings from medicine people from specific traditions who felt they ‘owned’ specific sounds and that it was incorrect to share this information with others as well. These medicine people are also unwilling to realize an interconnectedness with all the sacred sounds on the planet. We then talked of the need for openness in terms of working with sacred sounds.

Due to a lack of information, the true relationship between harmonics and shamanism can only be speculated upon. However, it seems likely that in Mongolia and many other parts of the world, vocal harmonics are an inherent part of shamanic rituals. It may be that the shamans have extraordinary knowledge about harmonics as a key for transformation. Harmonics may create interdimensional windows through which the shaman can travel or through which an invoked spirit may enter this domain. It may be that each vowel and

its related harmonics have particular attributes and energy forms through which the shamans may focus their intention.

From a physiological viewpoint, vocal harmonics create changes in the heartbeat, respiration and brainwaves of the reciter, altering consciousness and allowing the shaman to be in a state where they are receptive to spirit journeys. Perhaps different portions of the brain are also resonated and activated by these sounds, releasing different hormones and neurochemicals that facilitate an altered state. For the time being, we can only speculate upon the subject and hope that such information will be revealed to us in the future.


5. TANTRIC HARMONICS

THE GYUME AND GYUTO MONKS

One night in 1433, the Tibetan lama Je Tzong Sherab Senge awoke from a startling dream. In it he had heard a voice unlike any voice that had ever sounded on the planet. It was a low voice, unbelievably deep, sounding more like the growl of a wild bull than anything human. Combined with this first voice, there was a second. This voice was high and pure, like the sound of a child singing. These two voices, so totally different, had come from the same source and that source was Je Tzong Sherab Senge himself.

In this dream, Je Tzong Sherab Senge had been instructed to take this special voice and use it for a new chanting style that would embody both the masculine and feminine aspects of divine energy. It was a tantric voice, a sound that could unite those chanting it in a web of universal consciousness.

The next morning, Je Tzong Sherab Senge began to chant his daily prayers. The sounds that came out of him were the sounds he had heard in his dream - unearthly sounds, tantric sounds - and he gathered his fellow monks together to tell them of his dream.

That year, more than 500 years ago, the Gyume Tantric Monastery began in Lhasa, Tibet. The monks of this monastery learned to chant in the same voice which Je Tzong Sherab Senge had heard in his dream. It was a voice that enabled each monk to chant three notes at the same time, creating ‘One Voice Chords’. Within that same century, another monastery in Lhasa, the Gyuto Tantric College, was

founded. The monks at this fellow Tantric College also incorporated this chanting technique in their sacred rituals.

For centuries the magical sounds and rituals of Tibet lay enshrouded in the mysteries of a country refusing communication with the outside world. Stories of this unearthly chanting would filter back to the ‘civilized’ world along with tales of seemingly superhuman abilities which the Tibetan monks were said to possess, but these seemed to be nothing more than myth.

In 1950 China invaded Tibet. Certain monks escaped to India, where they continued their tantric rituals. Their spiritual activities remained esoteric, but certain teachers of religion and ethnomusicology were finding their tantric rituals somewhat more accessible. These scientists and scholars would come back to the West with reports of a remarkable chanting technique utilized by the Gyume and Gyuto monks.

One of the most startling descriptions of Tibetan chanting came from Dr Huston Smith, a Tibetan scholar, who reported in the film Requiem for a Faith:


    They discovered ways, we still don’t know how, of shaping their vocal cavities to resonate overtones to the point where these became audible as distinct tones in their own right. So each lama thus trained could sing chords by themselves. They are singing D, F# and A simultaneously. The religious significance of this phenomenon derives from the fact that overtones awaken numen-ous fields, sensed without being explicitly heard. They stand in exactly the same relationship to our hearing as the sacred stands to our ordinary mundane lives. Since the object of worship is to shift the sacred from peripheral to focal awareness, the vocal capacity to elevate overtones from subliminal to focal awareness carries symbolic power. For the object of the spiritual quest is precisely this; to experience life as replete with overtones that tell of a reality that can be sensed but not seen, sensed but not said, heard but not explicit.




The tantric chanting Dr Smith is describing cannot adequately be described in words; it must be experienced in order to be understood. To hear the monks chant in their growling voices, with the seemingly falsetto overtones accompanying, is one of the most powerful sonic experiences imaginable.

Musicologists later determined that the bass note which the Gyuto monks chant is two octaves below middle C, vibrating at an astounding 75.5 cycles per second. The deepest range of an opera singer is closer to 150 cycles per second, nearly twice as high as the extraordinary bass of these monks. This first note seems to be a sub-harmonic or an undertone of a note that is an octave below the fundamental tone. The monks also create another very distinct note, a harmonic which is two octaves and a third higher than that bass note, making a D$. The 5th and the 10th harmonics are also pronounced but less distinct. The Gyume monks create a different distinct ‘second voice’ in their chanting, a harmonic which is two octaves and a fifth higher than their lowest note, making an Ftf.

The Gyuto monks practise the ‘mdzo skad’ or ‘voice of the hybrid yak-bull’. This enables soloists to sing in parallel thirds. The Gyume monks practise the ‘gshin rje’i ngar skad’ or ‘roaring voice of the Slayer of the Lord of Death’. Solo chanters can sing by themselves in parallel fifths using this voice.

In Tibetan tantric chanting the goal of the chanting is to invoke and then unite with a particular deity or being. The monks literally become the gods and goddesses to whom they are praying. It may be that the overtones which are pronounced by the different Tantric Colleges are specific invocations to particular entities.

The exact reason why the monks of the Gyume and Gyuto monasteries use the voice given to Je Tzong Sherab Senge remains a mystery. But there are a number of theories. As Dr Huston Smith suggested, the monks may use this voice to shift their awareness from the mundane to the spiritual. The Abbot of the Gyuto Monastery indicated that the voice was utilized in order to represent the masculine and feminine aspects of Yama, the Slayer of Death. Another source claims that the voice was created in order to disguise the words of the sacred text being chanted. Dr Alfred Tomatis, an otolaryngologist from France who has studied chanting throughout the world, believes that due to the high altitude of Tibet it was necessary to chant in the extremely deep voice in order to create higher overtones. Ethnomusicologist Peter Michael Hamel suggests that the voices are utilized to affect the chakras of the monks.

Terry Jay Ellingson has done extensive research into Tibetan chanting styles. In The Mandala of Sound he writes of the Gyume Tantric College:


    All monks are required to learn and use this special voice; perhaps somewhere over sixty percent were able to do so (it was said that those who couldn’t just ‘sang quietly’). Several reasons are given for its use: First, it masks the words of the text from uninitiated listeners. Second, the simultaneous presence of several pitches in the sound creates the acoustic effect of transforming words into the three ritually important mantras Om Ah Hum, an explanation lent credency by Western acoustic analysis. Third, the special breathing technique, requiring conscious coordination of abdominal and diaphragm muscles and the resonating cavities of throat and head, may relate to Tantric meditation and yoga, which emphasizes coordination of ‘wheels’ or chakras in these body areas via breath related energies. Fourth, this style of voice produced is symbolically associated with ‘Rdo rje ’Jigs byed’, the special Yi dam deity of the Lower Tantric College. Since he represents Buddhist teaching and practice in the form in which it ‘slays’ Death and since Tantric practice aims at realizing the presence of the deity in one’s own self, chanting with ‘his’ voice helps to develop qualities that allow one to overcome death. On a more phenomenal level, since he is visualized with a bull’s head (the South Asian water buffalo), the sound of the chanting is ‘like a bull’.



THE ONE VOICE CHORD AND HOOMI SINGING

Comparisons are often made between the ‘One Voice Chord’ of Tibetan chanting and the hoomi or throat-singing style found in the Tuvic region of Mongolia. This is natural since these two traditions are foremost in their use of harmonics as an integral part of their sacred sounding.

The ‘Kargiraa’ style of Mongolian overtone chanting is characterized by an extremely low fundamental pitch sung with much resonance deep in the chest. Using vowel sounds, singers produce the low pitch and create harmonics two and a half to three and a half octaves above that note. The major difference between the Tibetan chanting style and Mongolian overtone singing is that the Tibetans incorporate the use of sacred text in their chanting while the Mongolians create wordless melodies with their harmonics.

There is conjecture by some researches that the ‘One Voice Chord’ may have developed from the Mongolian style of harmonic chanting. Tibetan Buddhist monks and monasteries were present in Mongolia until the late 1920s. There is also other research to suggest that the Tibetan chanting style may have developed from the Bon tradition.

Before Buddhism became the religion of Tibet, the religion of the country was an animistic shamanic practice known as ‘Bon’ (a Tibetan word meaning ‘to chant’). Little information exists about the exact nature of the Bon chanting techniques, but there are indications that it was similar to chanting styles utilized by Mongolian shamans in which open vowels were used to create harmonics.

According to Terry Jay Ellingson, in The Mandala of Sound, the Bon chanting style ‘seems to have made use of sound modification based upon vowel changes in sequence of meaningless syllables - that is, it may have included tone-colour elements similar to those found in modem Buddhist chants’.

Padmasambhava, the Tibetan spiritual figure who initiated Buddhism into Tibet in the ninth century, wrote in one of his sacred Buddhist texts: ‘Vocalize with the chanting style of the earlier Holy Ones, the Bon, the clear high voice that is produced in a low place, like the black dog’s barking.’

This sounds like a description of a chanting style in which high overtones are created from a deep fundamental. Padmasambhava warned that chanting in the ‘One Voice Chord’ without creating words invoked the voice and energies of the Bon. He gave instructions to the Tibetan followers of the Tantric tradition that the chanting style of the Bon was accessible as long as the purity of the holy words was not lost. Without chanting of the sacred scriptures, the sound degenerated into the wordless, melodic chant of the Bon magical tradition.

When the Gyuto monks were touring the United States in 1985, I talked with the head Abbot of the Gyuto Monastery and played a recording of the Harmonic Choir for him. This New York-based group sings wordless melodies created by emphasizing the harmonics found in the vowels they chant. As he listened to the recording, the abbot seemed amused. After the recording was over, he said: ‘Very interesting, but where are the words?’ It was later that I realized that the sounds he had heard may have seemed much like the meaningless chanting of Bon shamans to him.

Tibetan chanting employs mantric formulas which make up their sacred texts. These are mantras which are fundamental to their spiritual practices. Each sacred scripture is an invocation to a specific deity or a collection of deities. The chanters visualize these deities while creating a mandala, a circular cosmological painting which they inwardly visualize in archetypal symbols. These mandalas may involve over 150 deities and entities, all in specific placement. This combination of vocalization and visualization allows the monks to become the embodiment of the energies they are invoking.

The Tibetan Buddhist path to self-realization involves the understanding of the Three Mysteries. These are the Mysteries of Body, Speech and Mind, whose experience has been condensed into the mantric formula OM-AH-HUM. Speech is the interconnector between the Mind and the Body. Speech is the understanding of sound as the creative force and incorporates the knowledge of using mantra as a sacred tool for summoning up the appearance of gods and the forces of the universe. Through the creation of several tones at the same time, the ‘One Voice Chord’ may be a further condensation of the Three Mysteries into an expression of Body, Speech and Mind as pure tone.

CREATING THE ONE VOICE CHORD

How the Gyuto and Gyume monks create the remarkable sound of the ‘One Voice Chord’ remains a mystery. As I have described, I had the opportunity of spending time with monks from both the Gyuto and Gyume Tantric universities when they separately toured the United States in 1985 and 1986. Despite my best efforts, the monks would not divulge information about their chanting techniques. I had not been initiated into their teachings and was therefore unable to receive this information.

Sometimes when the knowledge is not known, the theories become extreme. A guide who was travelling with the Gyuto monks told an interested group of people at a performance that the monks were able to develop their technique by attaching a piece of meat to a string and swallowing it. The monks would then practise chanting with the meat in their throats. A year later someone who had heard the story asked the abbot of the Gyume Monastery about this. Hearing the question from the interpreter, the monks burst into laughter. The abbot replied that it was not a matter of swallowing meat. It was a matter of practice.

Practice was something I had tried for some time in order to gain the Tibetan ‘One Voice Chord’, but it had not seemed to work. I had been fascinated by the extraordinary sound since I had first heard it years before, but nothing I had tried seemed to be effective in allowing me to create the same sounds. I had strained my vocal cords attempting to learn the technique, but to no avail. I had even tried whistling while toning a deep sound. The ‘One Voice Chord’ would not come no matter what I did.

One night, it was my privilege to record the Gyume monks in a recording studio for the first time in history. I went home that night with a cassette of these sacred chants. After listening to these ‘Tantric Harmonics’ for some time in my meditation room, I fell asleep.

The next morning when I awoke, the sounds of the monks were reverberating within me. As I often did, I attempted to duplicate this sound. This time, however, instead of a halfhearted sound, the ‘One Voice Chord’ emerged from my throat. It has been with me ever since, but though I can create it, I cannot tell you exactly how I am able to make this sound. Peter Michael Hamel, in Through Music to the Self writes of the Tibetan ‘One Voice Chord’:


    It should be stressed that this remarkable sound is in no sense vocal acrobatics; rather, the chords are produced when the structural connection ofsound, breathing and mind is transformed by the performance of the sadhana. ['Sadhana’ is the recitation of a meditation during which the adepts unite with the deity they are invoking.]




In The Metadata of Sound, Terry Jay Ellingson writes of the Tibetan chanting technique:


    It seems to be produced by a special method of tensing some throat muscles while relaxing others to allow very low frequency, high amplitude vibrations of the vocal cords when strong breath pressure is applied by special coordination and effort of upper and lower body muscles.




While I am adept at giving instruction on other methods of harmonic chanting, the Tibetan ‘One Voice Chord’ is not something I have thus far taught via technique. I create a growl-like sound at the back of my throat, as deep and as low as possible without strain. My vocal cords are very relaxed. If there is any constriction in the throat, the sound stops there. In order to properly create the Tibetan voice, I next project the sound as deeply as I can into my diaphragm and lung area. It sometimes feels like the sound is reaching all the way to my stomach. I believe this is how the sub-harmonic, that tone an octave below the fundamental, is created. The sound comes up from the deepest part of my diaphragm and reaches my throat again. I then tense my cheeks and purse my lips as the voice comes out of my mouth.

The voice appears to be a gift I received by being with the monks. In Tibetan Buddhism, it is said to be the result of making an offering to the Buddha on a conch shell in a past life. I do not know. In my own dreams, I recall a meeting with the monks in which I was given the voice. During this dreamtime experience, I was told never to misuse the voice for ego or attention. It is perhaps an extraordinary example of‘Harmonic Transmission’, a musical power that is transferred directly to a student due to being in the vibratory presence of an expert.

Later I discovered that the way the Tibetan monks learned to create this voice was by being in the presence of other monks who already had the voice. Perhaps this is the way the voice has been passed down since Je Tzong Sherab Senge first heard it in a dream 500 years ago.

Part of the methodology in the Tantric Colleges for teaching the ‘One Voice Chord’ is to have the younger monks chant with the older monks who have developed this voice.

Through association, they are able to learn to project sound to the deepest part of the lungs and the diaphragm. Then, if their throat chakras are sufficiently opened, they can begin to establish this sound.

As Robert Thurman, professor of Indo-Tibetan studies at Columbia University has stated:


    The young monks sing with a master, learning to imitate his sound. However, it is not considered possible to achieve the technique mechanically. They train simultaneously in all aspects of the dharma. The particular realization which makes multi-phonic singing possible is the meditation on selflessness. Only those who have reached a certain stage in this meditation can become open enough to be vessels of this sound. The sound is produced by persons, who while present, are aware on a level in which they are not present. The sound is coming through them and not from them.




The Tibetan monks believe that in the creation of the ‘One Voice Chord’, the monks do not ‘make’ the sound. Rather, they become a vehicle through which the sacred sound may manifest. This is a basic principle contained in the Tibetan Buddhist teachings of sacred sound. The chanting of the Gyuto and Gyume monks embodies this understanding of sound and their powerful multi-phonic chanting exemplifies the application of this principle. The harmonics which they create are a result of their becoming one with sacred sound.


6. HARMONICS AND MEDITATION: LISTENING AS TRANSFORMATION

LISTENING AND HEARING

When you first become aware of harmonics as a phenomenon of sound, your entire way of listening becomes altered. You may hear harmonics in the dripping of a tap or overtones in the wind as it rushes past your window. As you become aware of harmonics, your listening patterns change and, as this occurs, so does your consciousness.

Listening is one of the great active experiences in which we can easily learn to partake. It is one that we are quite naturally born to do, although unfortunately it is an ability that many of us lose as we grow older. Hearing is a passive experience in which sounds may or may not be received and perceived by the ear and then sent into the brain for stimulation. Listening is not passive. It is active.

Tomatis

Alfred Tomatis, MD is a French physician and specialist in otolaryngology who has been working with understanding the functions of the human ear and the importance of listening for forty-five years. He explains the three main functions of the ear: (1) to assume balance (equilibrium, body tone and integration of motor and sensory information); (2) to analyse and decode movements from outside the body (cochlea) and inside the body (vestibular) so that auditory-vocal control is established; and (3) to charge the brain.

Tomatis believes that there are two kinds of sound: (1) sounds which tire and fatigue the listeners, and (2) sounds which ‘charge’ the listener. In particular, Tomatis found that sounds which contain high frequency harmonics, such as those found in Gregorian chants, are extremely beneficial. It is these high frequencies (around 8,000 hz) which are capable of charging the central nervous system and the cortex of the brain.

In order to help his clients learn to listen more actively, Tomatis has invented an instrument called the ‘Electronic Ear’ which uses headphones and a filter to allow listeners to relearn to hear high frequency sounds. By listening to recordings which are high in upper partials, such as those recordings recommended in our discography, we have found that many of the sacred chants of the different traditions are full of high frequency overtones which offer stimulation to the brain. Part of the Tomatis Method also involves teaching clients how to learn to utilize the high harmonic frequencies found in their own voice.

Tomatis discovered the therapeutic effects of high-frequency chanting after the leaders of a Benedictine monastery approached him for help. After the Second Vatican Council, the new abbot of the monastery felt that the six to eight hours of chanting which the monks engaged in served no useful purpose and the chanting ceased. Within a short period of time, the monks became fatigued and depressed.

Various physicians were called in to remedy the situation, but with little effect. One well-known French doctor examined the monks and decided they were in this state because they were undernourished. This doctor decided that the almost completely vegetarian diet that the monks ate was bad for them and he prescribed a basic meat and potatoes diet. This MD had apparently forgotten that the monks had basically eaten as vegetarians since the twelfth century and had been able to keep up their rigorous lifestyle without any previous problems. The monks ate meat and potatoes and became worse.

Finally, Dr Tomatis was called in. Tomatis discovered that the monks had stopped their daily practice of Gregorian chanting. Without the therapeutic and charging effect of their chanting, the monks were unable to continue their rigorous schedule of work and prayer. Once Tomatis re-established their daily chanting, the monks were soon able to return to their twenty-hour workdays.

Dr Tomatis believes that one of the basic functions of the ear is to provide, through sound, both a charging of the cortex of the brain and 90-95 per cent of the body’s total charge. The chants of the Gregorians, according to Tomatis, ‘contain all the frequencies of the voice spectrum, roughly 70 cycles per second up to 9,000 cycles per second’. These are also the frequencies found in the ‘One Voice Chord’ of the Tibetan monks, as well as in many of the hoomi or vocal harmonic techniques discussed in this book.

Dr Tomatis stated in an interview published in About the Tomatis Method that, in particular,




    The most important range for this activity is between 2,000 and 4,000 cycles per second, or the upper part of the speaking range. It is this range which gives timbre to the voice, whereas the lower frequencies are used simply for the semantic system.




For Tomatis, a major aspect of the therapeutic effects of vocal harmonics lies in the conduction of the bones which are stimulated by resonance of around 2,000 hz. He says


    The sound produced is not in the mouth, not in the body, but, in fact, in the bones. It is all the bones of the body which are singing and it’s like a vibrator exciting the walls of the church which also sing.




Bone conduction actually amplifies the sound through resonance of the cranium and the skull. According to Tomatis, bone conduction stimulates the stapes muscle of the ear, which he believes is a key to stimulating and charging the brain. Tomatis states that four hours per day of either listening to sounds rich in high harmonic frequencies or in creating your own correct sound is sufficient to charge the brain. Tomatis himself manages with a small amount of sleep, less than four hours a night. He attributes this to his listening to sounds which are rich in high harmonics.

Tomatis has described a phenomenon which has been called ‘The Tomatis Effect’. The Tomatis Effect states that the voice can only create and duplicate those sounds which the ear is able to hear. This means that until you are able to hear various overtones, you will not be able to create them in your voice. Further, as you begin to hear the various aspects of the sound spectrum, not only does your hearing change, but your voice as well. Therefore, as we begin to listen actively and open our ears up to harmonics, we are not only charging the cortex of the brain and energizing ourselves, but we are also able to actually change the quality of our voice.

David Hykes, the founder of the Harmonic Choir and the person who is responsible for bringing awareness of overtones as an artform to the West, had this to say about harmonics and listening in the programme notes of a Harmonic Choir concert:


    Is there a way to re-open the idea of listening in the world? What would be BETTER LISTENING? By listening better to the sound oflife, rather than shutting it out, we are led to search for a harmonizing force appearing in the hollow din of our situation. That will be a second listening and there are many more; they come from silence. There are levels oflistening and one leads upward towards the next. Viewed in this undivided way, Harmonic Music is the source stream of essential human and musical facts relating the laws of vibration inside and out.



Listening is undoubtedly a key, not only in obtaining the ability of creating vocal harmonics, but of understanding aspects of other levels of consciousness. In the Hindu tradition there is a great awareness of listening as a tool for enhanced consciousness. There is acknowledged an understanding of the Shabda, the ‘Sound Current’, which can be ridden like a flying horse to other planes of existence. This is accomplished through meditation on sound.

INNER AND OUTER SOUND

In the Vedic language of Sanskrit, there is a differentiation between inner and outer sound. There is audible sound, called ‘ahata’. This is also called struck sound and is the result of vibration on the physical plane. There is also the ‘anahata’, the inaudible, inner sounds which are not the result of some physical vibration, but rather are ‘unstruck’. Almost everybody can hear ‘ahata’. However ‘anahata’ can be perceived and experienced only by advanced meditation practitioners.

I have always wondered if harmonics might not somehow be the bridge between ‘ahata’ and ‘anahata’, the struck and the unstruck sound. The fundamental may be the struck sound, but the harmonics which are created do not occur themselves from having been physically struck. Perhaps they are the bridge between the physical and the metaphysical.

Spiritual teachers have indicated that the last statement is true; overtones are the link between that which is created on the physical plane and that which is created on higher planes. Pir Vilayat Khan, head of the Sufi Order of the West, said that the overtones can be followed with the conscious mind and used as a ‘Jacob’s Ladder’ to climb to other planes of existence.

Similarly, the psychic Kaimora said in trance that harmonics were the sounds connecting the seven levels of existence: physical, astral, causal, mental, as well as three other planes. Harmonics could be utilized to connect a person to these levels through vocally creating these sounds or listening to them.

HARMONICS AND MEDITATION

Listening to harmonics is an excellent key to meditation. The sonorous bell and whistle-like tones that are created by various harmonic singers allow us the opportunity to open up to another level of consciousness. These are sounds within sounds that we can begin to perceive when we expand our listening in this manner.1

Nigel Charles Halfhide, an overtone singer from Europe writes:


    What is perceived by the human ear as timbre turns out on closer examination to be the reflection on a universal principle. This principle, the overtone series, forms the smallest constituents from which sound is made up. It is not restricted to musical phenomena, but can be found in every kind of sound.



As mentioned earlier in this book, the first time I listened to Hearing Solar Winds by the Harmonic Choir in that crowded hotel lobby in Washington DC, I either fell asleep or was transported to another realm of consciousness. Subsequent listenings on this release produced similar experiences. There was something that happened when I listened to the vocal harmonics found on that recording which created a powerful transformative effect upon me. Many others also seem to have been affected by these sounds. Robert Palmer, writing of Hearing Solar Winds in The New York Times stated:


    The listener hears what sound like huge, ghostly orchestras of string instruments, celestial choirs, lush banks of French Homs and reeds .... Sooner or later, one’s attention wanders, and when one focuses on the music again, suddenly the voices of Mr. Hykes and his six singers have been transformed into the sighing of a huge distant orchestra, or the droning hum of a celestial choir. Startled, one begins to listen more closely. And the more one listens, the more one learns to hear.




According to Dr Alfred Tomatis, nearly all the cranial nerves lead to the ear. In particular, the ear is understood to be neurologically involved with the optic and the oculomotor nerves, and therefore is interrelated with the process of vision and movement. The ear is also related to the vagus, or tenth cranial nerve. This nerve affects the larynx, the bronchi, the heart and the gastro-intestinal tract and thus our voice, our breathing, our heart rate and our digestion are affected by the ear. Is it any wonder then that on a purely physiological level listening to the soothing music created by the sacred sounds of vocal harmonics can and will help create states of deep relaxation and meditation?

It is important to point out that while this chapter does not specifically focus upon ‘healing’, the health benefits of relaxation and meditation are well-known by those in both the holistic and allopathic medical professions. The relationship between the body and the mind has been explored in many remarkable books. Through meditation and relaxation, it may be possible to alleviate many different medical problems including heart disease, stroke and imbalances of the immunological system. There is, in fact, a new field of medicine called psycho-neuro-immunology, which is dedicated exclusively to this mind/body connection.

The Relaxation Response

Mark Ryder, PhD of Southern Methodist University found that people who listened to the music of the Harmonic Choir, as opposed to other types of music, showed decreased heart rate, respiradon and galvanic skin response. As we have indicated, merely by listening to music that is high in harmonic content we can:

1.    charge the cortex of the brain;

2.    reduce respiration and heart rate;

3.    lower brainwave activity.

By actually creating vocal harmonics we can also achieve this phenomenon, called ‘the Relaxation Response’ by Herbert Benson, MD. He investigated the effects of mantras on physiology. What he found was that the repetition of a single word would produce a measurable effect: decrease in the body’s oxygen consumption and respiration rate, a decrease in the heart beat on the average of three beats per minute and a decrease in pulse rate and rate of metabolism. There was also an increase in alpha waves.

While no one has yet researched the effects of creating vocal harmonics, Mark Ryder found that people who toned elongated vowels experienced a greater Relaxation Response than did people who merely listened to the sound of recorded harmonic music. As has been previously discussed, different vowel sounds create different harmonics. Toning elongated vowels is a simplified method of beginning to create vocal overtones.

There seem to be two direct paths of working with harmonies as a tool for meditation. The first involves the power of pure listening. We listen to the sounds of the harmonics and travel on these sounds to other realms of consciousness. The second involves the power of sounding coupled with the power of listening. We create the harmonics and then travel on these self-created sounds to those other realms of consciousness.

LISTENING AND SILENCE

An excellent place to begin the first path is to work with the energy of silence. Honouring this energy allows us to come to a place of stillness. In silence, it is possible to perceive all sounds that can be created. Sitting in silence enables us to begin to know the inner symphony that is ourselves. If you have tried to sit in this way, you will know that there really is no silence. We are truly a celestial orchestra filled with sound; the heart beat, respiration, circulatory system, auditory system, nervous system and brainwaves all create myriad sounds that we can become aware of through silence. When we sit in this manner, we also become aware of externally created sounds. We notice nature sounds such as birds chirping or the wind blowing and perhaps electrical sounds such as the 60-cycle hum of lights or refrigerators.

I have found that one of the fastest ways of altering consciousness is to sit silently for a few moments. As we begin to tune in to the inner and outer sounds we truly change the way our everyday perception works. We are altering the auditory system and our brainwaves as well. As we open to hearing these sounds that we may have been tuning out or ignoring, it is very easy to expand our awareness of who we are and where we are. Sitting in silence is the basis of much sound yoga meditation. Silence is the beginning of this work and also the end.

Listening is an active activity, as opposed to hearing which may be understood as a passive activity. Listening involves really using our ears as an organ of consciousness. When we hear, we do not discriminate between the sounds around us. We may be unaware of them. This is why sitting in silence allows us to empower listening. There are many levels of listening. The first level involves this enormous step of going above the passiveness of hearing into the activeness of actually listening and becoming aware of the multitude of sounds that surround us. Through listening we can begin to open up to sound.

More than anything else, the ear is an organ which actually shields us from the myriad sounds in the universe. Our hearing range is somewhere between 16hz and 16,000 hz. This is, of course, a broad spectrum range but it gives us some indication of the limited range of normal hearing. While we may not be aware of them, there are hundreds, perhaps thousands of sounds above and below that range that may be bombarding us every second of the day. Yet, while they exist, we don’t hear them. Most animals have hearing that far surpasses ours. They seem to be aware of sounds that we can’t perceive. Bats, for example, use a sophisticated method of sonar to hunt and locate prey. Dolphins can send and perceive sounds up to nearly 200,000 hz. Elephants seem to utilize an extremely low frequency, far below our level of hearing, for forms of communication and mating rituals.

What would happen if we could open our ears to the incredible levels of vibrations that exist? It is quite possible that they would be too much for us to endure. This is why the ears may be shielding and protecting us.

Listening to Audible Sounds

This first level of listening involves our opening up to the levels of sound that are within the audible range. By becoming aware of sounds that we may not have heard before, we allow ourselves to become greater vehicles for the sound current. A common example of this is a psycho-acoustic phenomenon called ‘the Cocktail Party’ effect.

You may be in a crowded party with everyone talking at about the same sound level; yet, you can communicate with one person although there may be three or four conversations occurring at the same time. The ear has the unique ability of focusing on sounds in this manner. Another example of this takes place at the same party. Have you ever been engaged in an intense conversation at a party and suddenly you hear your name? You turn and find out that someone next to you has mentioned you in their conversation. They were not speaking any more loudly, but for some reason you were able to hear your name. Our attentiveness to our name caused us to unconsciously go from the passive act of hearing to the activity of listening.

Listening to Harmonics

A second level oflistening involves the perception ofharmonics in the sounds we are hearing. This began to occur quite frequently with me when I first became aware ofharmonics. I would be sitting somewhere and become aware of a sound I had not initially heard; perhaps water dripping in a sink or the hum of an electrical appliance. Then I would become aware of the sounds ofharmonics being created. This altered my consciousness as I began to tune into these sounds within sounds.

Since harmonics exist as a phenomenon whenever sounds are being created, it is quite likely that there is a world full of harmonics which you have been missing. Once you become aware ofharmonics, you really do have the ability of perceiving the sounds in the universe differently. They will be the same sounds as before and yet they will be different; they will be full of overtones. The sound spectrum may be changed forever once you begin to perceive in this manner. It will seem like you can go deeper into the sound and understand more about it.

Harmonics and the Imagination

A third level oflistening involves the use of imagination. We often do this naturally when we listen to certain pieces of music that seem to take us places. Dr Helen Bonny has created an entire genre of therapy based upon this ability. She calls this therapy Guided Imagery in Music. It is based upon the premise that certain pieces of music will elicit certain responses which enable listeners to travel deeply into their own consciousness. Dr Bonny believes that such travelling can be as powerful a mind-altering experience as a psychotropic drug with none of the dangers which are attached to drug-induced altered states.

When working with harmonics, it becomes very easy to use our imagination, for harmonics will quite naturally elicit such responses, especially when listening to harmonic singers. Ethereal sounds such as bells or the voices of angels are commonly heard and experienced by listeners.

Transforming Reality through Sound

A fourth level of listening involves transforming the physical plane reality of the sound to an alternative reality, travelling to other planes of existence on the sound. Each level of listening involves utilizing the other levels and, of course, this level cannot be achieved without use of our imagination. In his book Music and Sound in the Healing Arts, John Beaulieu gives a wonderful example of this:


    I was walking down a New York street with two friends. The trucks were idling, and the workers were unloading crates. Something about the sound of the trucks caught my attention. I asked my friends if they would be willing to watch out for my safety while I sat down and listened more deeply to the sounds of the trucks.

I sat in a safe spot and allowed my body and mind to relax. The sounds of the trucks formed a distinct rhythm: da-da-daa — boom, da-da da-da-daa — boom, etc. I let myself go with the sound. At first I imagined being a teenager in Indiana and going to the drag races and listening to the sound of the engines idle. I remembered how these sounds fascinated me, and I imagined driving a race car.

Listening even deeper to the sound I felt myself ‘move inside’ its pulse. My imagination and memories were still present, now accompanied by a new sensation. A profound quietness or stillness came and, for a moment, I experienced myself just being the sound.

Then there was a shift in my awareness, and I found myself with a group of Aborigine chanters. They were communicating a message about dream time . I was just as clearly with them as I had been with the truck just a few minutes ago. I allowed myself to absorb their message. An old man signalled that they must move on into the desert. I understood.

At that moment, a friend tapped me on the shoulder, I came back to the reality of a New York City street. The truck was driving away.




John’s experience is an excellent example of these different levels of listening. In this fourth level, he became the sound and was able to travel on it. Most interesting, as well, is his experience with the Australian Aborigines. As mentioned on p. 60 when the didjeridu was sounded, it would create an interdimensional sonic window that would allow the Wand-jina to come through and let those who heard the sound travel to the Wandjina, and John’s journey with the sound of the truck parallels this use of the didjeridu, for he was able to use the deeper levels of listening as a means of travelling on the sound current.

Becoming one with the sound is a key to meditation with sound. It allows the Tibetan monks to create their ‘One Voice Chord’. Sound is not viewed as a physical phenomenon created by the vocal cords, but rather a living energy that may manifest through those attuned to become vehicles for it. It involves use of the imagination as well as a total letting go of control and surrendering to trust. If we try to control the sound as opposed to becoming the sound, we can never achieve this next level.

Another example of this level of listening could involve something as mundane as the sound of your refrigerator. First you might become aware that the refrigerator is creating sound. Then, as you listen to the sounds you might become aware of the harmonics being created by the refrigerator. Then you might use your imagination to hear these sounds, not as a refrigerator, but as a group of monks chanting a ‘rolling om’. Finally, you could actually become this sound and travel with it to another plane or dimension.

When listening to harmonics on this fourth level, it is appropriate to say that one actually becomes one with the harmonics and travels to the source of the harmonics. This is easier said that done. Such a level of listening is a highly advanced form of meditation and not easily experienced. My own personal experiences on this fourth level have been rarer than I would like them to be. In these experiences, 1 have travelled interdimensionally and met with all sorts of celestial beings that seemed to have been the source of the sound: gods, goddesses, deities, spirits, etc. These certainly have been subjective encounters, but they have also been extremely transcendent and highly enjoyable experiences.

When I have listened on this level, without making sounds, I usually have travelled out of my body, as was the case when I first heard the Harmonic Choir. When 1 have sounded on this level, it is even more unique. In order to continue the sound, it is necessary to become the sound, travel on it and yet at the same time, still be the physical source of the sound. In other words, I cannot completely leave my body or else the physical sound would cease. Therefore, I am both in my body and out of it when sounding on this level. It is a unique experience and perhaps an example of bi-location, if not tri-location.

One thing that frequently occurs is the sensation that I am not creating the sound at all. Often, the sound seems to change and become impossible for a human being to create. At best I become aware that I am being sounded by some other energy or consciousness.

Silence and Meditation

A fifth level to meditate upon is silence. As we began in silence, so we end in silence. For all sound comes from silence and returns back to silence.

It is said that the creation of the universe occurred through sound. The creator moved/stirred/yawned/toned and the various planes of existence were created. But before there was sound, there was silence. Through silence we can travel to the first source and back to the end of creation.

HARMONICS AND MEDITATION SUMMARY

In review, these are the levels which apply both for listening and creating harmonics:

1.    Start in silence. Become aware of the inner sounds and the outer sounds.

2.    Listen to a recording or sound on the first level, being purely aware of the physical aspects of sound.

3.    Listen or sound on the second level, really becoming aware of the harmonics that you are hearing or creating.

4.    Listen or sound on the third level, using your imagination with the harmonics you are hearing either from a recording or yourself.

5.    Listen or sound the harmonics on the fourth level, becoming one with the harmonics you are hearing and travelling to other realities.

6.    End in silence, becoming aware of the inner and outer harmonics that are always there.

Meditation is a wonderful tool for enhanced relaxation and reduction of stress. Used in this fashion, it is an extraordinary means of maintaining health and balance. By reducing our heart rate, brainwaves and blood pressure we will be able to balance with many of the stresses that modern-day living creates. Making sounds, particularly those which focus upon harmonics, is a very simple and easy way of achieving the same result. By producing long, drawn-out sounds, we are breathing more slowly and reducing our heart rate and brainwaves as well. Creating vocal harmonics by itself becomes a form of meditation.

Coupled with the intention of experiencing the different levels of sound, listening to or creating vocal harmonics elevates the meditational practice from the therapeutic to the transformational. David Hykes of the Harmonic Choir has written in the notes of their programme:


    Harmonic Music, which on the whole seems to have been lost in our culture, might help us hear the state of things, were it to come to life. That is, music - the active understanding of the cosmic laws of harmony - may have a role to play in the effort needed globally to harmonize the current situation; not through proselytizing, but through calling for better listening, and thus, perhaps, helping to create conditions where people might hear an important message calling to them ... within them.




When we listen or sound in this manner, our entire scope of consciousness changes. We begin to understand the interrelationship of ourselves and the cosmos and we may find answers to previously unthought of questions. Barriers within ourselves disappear, as do those between ourselves and others. We begin to experience a ‘Oneness’ that helps us realize our interconnectedness with all things. This is an awareness that the spiritual masters from different paths have spoken of throughout time. It can be achieved through harmonics and sound.

1  In the Discography, a number of excellent recordings are listed which may be useful for meditation and listening purposes. These feature, for the most part, different overtone singers creating vocal harmonics and are excellent sources of sound.


7. HARMONICS AND HEALING: THE MEDICINE OF THE FUTURE

INTRODUCTION

The psychic Edgar Cayce predicted that sound would be the medicine of the future. As we examine some of these uses of sound for healing, we may find that the future is fast approaching us. Healing means to become whole or sound in body and mind. In this chapter, we will take a look at some sound therapies that specifically utilize harmonics in their work. Most of the different sound therapies utilize resonant harmonic frequencies.

While the uses of sound for healing is extremely ancient, it has, for the most part, been restricted to spiritual and esoteric traditions. Within the last decade, however, the use of sound as a healing modality is coming more into focus in both the scientific and the medical communities. There now exist organizations such as the International Society for Music in Medicine and the Arts Medicine Association which draw together doctors, scientists and others working with sound as a therapeutic tool.

HEALING AND RESONANCE

As we have discovered, there is a basic principle of using sound as a healing modality and this is the concept of resonance. Resonance is the basis of every sound therapy that I have examined. As you may recall, resonance is the basic vibratory rate of an object. Everything in the universe is in a state of vibration. This includes the human body. Every organ, bone, tissue and other part of the body has a healthy resonant frequency. When that frequency alters, that part of the body vibrates out of harmony and this is what is termed disease. If it were possible to determine the correct resonant frequency for a healthy organ and then project it into that part which is diseased, the organ should return to its normal frequency and a healing should occur.

CYMAT1C THERAPY

One of the pioneers in using sound to heal is Dr Peter Guy Manners, MD. An English osteopath, Dr Manners became aware of Dr Jenny’s cymatic experiments discussed in Chapter 2 and learned of the extraordinary ability of sound to affect form. Since 1961 he has been engaged in research into the effects of sound upon the structure and chemistry of the human body.

Dr Manners is the creator of cymatic therapy which utilizes the Cymatic Instrument. For over twenty years, he has been treating various illnesses with sound. Working under the premise that disease is an ‘out of tuneness’ of some aspect of the body, Dr Manners has correlated different harmonic frequencies which are the healthy resonant frequencies of different parts of the body. He states:


    A healthy organ will have its molecules working together in a harmonious relationship with each other and will all be of the same pattern. If different sound patterns enter into the organ, the harmonious relationship could be upset. If these frequencies are weak in their vibration, they will be overcome by the stronger vibrations of the native ones. If the foreign ones prove to be the stronger on the other hand, they may establish their disharmonious pattern in the organ, bone, tissue, etc. and this is what we call disease.

If, therefore a treatment contains a harmonic frequency pattern which will reinforce the organs, the vibrations of the intruder will be neutralized and the correct pattern for that organ reestablished. This should constitute a curative reaction.




The Cymatics Instrument is composed of a portable computer which is about briefcase size and a sound generator which resembles a hammer-like vibrator.

The harmonics of the Cymatic Instrument are tabulated and reconstructed by computers and the corrected frequency is then projected directly into the affected area. The harmonics from the Cymatic Instrument are a composite of five different frequencies that Dr Manners has found most effective for creating sounds that heal the human body. These sounds from the Cymatic Instrument are very different from the vocal harmonics we have been discussing in this book. They are electronically created and are really single tones. Yet they are harmonics of the calibrated frequency of the human body. They are usually octaves of this frequency, brought up many, many times in order to put the sound into the audible level, or brought down many, many times. Nevertheless, as tones that are octaves of a tone (whether this fundamental is in the ELF range or ultra-sonic), these tones can technically be called ‘harmonics’.

In the Cymatic Instrument are calculated literally thousands of different composite harmonics designed to place the body back into alignment and health. There are the frequencies for every organ in the body and for specific diseases. There are also frequencies for the emotional and mental problems. Some imbalances treated with cymatic therapy include: anaemia, asthma, colitis, constipation, diabetes, eczema, glaucoma, heart disease, hernias, kidney disease, multiple sclerosis, sciatica, sleeping sickness, syphilis and tonsillitis. If the theory of resonant frequency healing is correct, there would be few, if any, illnesses that could not be effectively treated with sound.

Cymatic therapy is but one of the new sound-related therapies that are being utilized for healing. While there are many testimonials of people who have had extraordinary healings through this and other therapies, the hard scientific data needed for verification of these therapies is often lacking.

A reason for this is that the proper research needed to collect data that is suitable for the traditional scientific and medical communities requires a lengthy and costly process. Many times grants and funding are needed and sadly most organizations that give grants will not extend their finances to unproven methods - which is a case of Catch 22, for how can one prove a method if the funding is not available?

Nevertheless, though adequate research is not presently available, this does not mean the various sound therapies do not work. 1 have talked with people who have experienced extraordinary transformations and healings through the use of different sound therapies. I have also witnessed amazing healings with sound therapies, particularly using vocal harmonics for healing as described in the chapter on Overtoning.

Unfortunately the video cameras are never running when these healings occur. It is hoped that in the near future, the necessary research for the validation of these sound healing modalities will take place. It is my belief that the emphasis of these studies should be on why they work, rather than if they work. This research would no doubt indicate the importance of resonance as a phenomenon in this process.

On first meeting Dr Manners, I asked how the frequencies for the Cymatic Instrument were determined. He replied that many of the frequencies were scientifically determined but that others were the result of radionics, or radiathesia. Radionics works with the premise that all matter radiates energy. This energy, which is not simply ‘magnetic’ or ‘electric’, operates at very subtle and refined levels of vibration. Using devices such as pendulums which seem to swing back and forth in response to this energy, radionic practitioners have been able to determine frequencies for various parts of the body.

Dr Manners stated that in actual laboratory tests the frequencies found for theliver, forexample, match the frequencies given by radionic devices. The laboratory tests take several hours while the use ofa radionic device may take a few minutes.

THE LAMDDOMA AND HEALING

Another frequency-based healing modality that utilizes harmonics is Barbara Hero’s Lambdoma frequencies. In our

chapter on the Science of Harmonics, we briefly discussed the Lambdoma Diagram. The Lambdoma is a mathematical table that is said to have been discovered by the master Pythagoras and saved from destruction by his disciple Iamb-licus.

Barbara Hero is a mathematician and artist who has been working with the Lambdoma for over twenty years. She believes that the Lambdoma is actually a formula for healing with sound and she has created a series of tapes designed to balance and resonate the chakras based upon these frequencies.

The chakras are subtle centres of energy located along the centre of the body. They align with the spinal column. Different esoteric traditions believe that the energy that affects the physical body comes from the chakras. Scientists are now attempting to validate the existence of the chakras, as well as the other subtle energy system of the meridians, the basis of acupuncture. Imbalances in chakras are said to affect the physical body. Balancing the chakras may therefore balance and heal problems in the physical body.

When I first listened to and experienced Barbara’s Lambdoma sounds, I thought they were quite interesting though I don’t know if I was attuned enough to feel any effect from them. I was impressed by their synthesized sounds which were single tones moving up and down the scale. I was also intrigued by how these frequencies might have been calculated. My wife Karen is much more sensitive than I am. During her experience listening to the Lambdoma frequencies, she had actually felt her chakras being affected and balanced by the specific sounds on the tape. Many others who have worked with Barbara Hero’s Lambdoma frequencies also report beneficial results.

When I investigated the Lambdoma frequencies, I found that they were all harmonically related. In fact, the Lambdoma Diagram is nothing more or less than a table of ratios based upon the overtones. The sounds which Barbara had put on her tape were simply harmonically related frequencies. It seems quite possible that the chakras are harmonically related and that they do respond to harmonically related frequencies.

Many scientists, including Izthak Bentov, author of Stalking the Wild Pendulum, believe that the etheric fields of the body, such as the astral and mental, are all harmonically related to each other. The chakras and the physical body are also understood to have had this harmonic relationship.

THE HUMAN VOICE AND HEALING

Thus far, the harmonics we have been discQssing in this chapter have all been electronically created sounds either put on tape or projected out of the end of an instrument. But what of the harmonics that we can produce with our voice?

During my first meeting with Dr Manners, I told him about a technique called ‘Overtoning’. In this process, described in Chapter 10, the voice can be used to scan the physical or etheric body of a person and then project vocal harmonics into that person. I had seen many remarkable healings from this technique and asked Dr Manners if this was not similar to the use of the Cymatic Instrument. He replied that indeed it was. He felt, however, that the medical community would be more interested in an instrument that projected sound rather than having a person making strange sounds to another person.

In theory anything that can be done with a machine can be done with the human voice, and probably better. This is especially true when you contemplate the importance of ‘Frequency + Intention = Healing’. When a person is using their voice, it is quite easy to focus upon the intention which they are sending. It sometimes becomes more difficult to remember to do this when you are pressing down notes on a synthesizer keyboard or programming a numerical sequence into a computer.

BALANCING THE CHAKRAS WITH THE VOICE

The use of the voice to balance and align chakras has been part of Hindu Ayurvedic medicine for thousands of years. This application of sound is usually practised through recitation of mantras. However, there are harmonically related vocal sounds which also work on the chakras. The use of vowel sounds, for example, is discussed at length in another chapter. There are also other applications for using harmonically related sounds to affect the chakras.

McClellan’s System

Randall McClellan, author of The Healing Forces of Music, created a system for balancing the chakras using the human voice. Dr McClellan suggests that a person sing notes which are harmonically related to each other. This is not actually overtone chanting, but the principles are the same. Thus a series of fundamental tones are being sung. Dr McClellan suggests, ‘The use of the harmonic series does require at least a two octave vocal range. ... The fundamental or first harmonic of the series, lying a full octave below our 2nd harmonic, is below our vocal range. We might consider this to be our fundamental.’

In Dr McClellan’s system the root chakra resonated by the fundamental of a note an octave higher than the first note (in the key of C, this would be a C); the second chakra resonated by a note (a G) a fifth higher than the previous note; the navel chakra resonated by another octave fundamental (a C); the heart chakra resonated by a note (an E) which is a major third above the last note; the throat chakra resonated by a note (a G) which is a fifth above the previous note; the third eye chakra resonated by a note (B♭) which is a flattened seventh above the last note; and the crown chakra resonated by a final octave note (a C). Thus the notes created from the first seven harmonics are used to resonate the chakras. Dr McClellan writes:


    Drawing upon the pitch relationship from the harmonic series, specifically the 2nd, 3rd, 4th, 5th, 6th, 7th and 8th harmonic, we find that the natural relationship of the base of the spine, solar plexus and of the crown is reflected in the corresponding octave relationships of the 2nd, 4th and 8th overtones of the harmonic series (remember that the rate for the octave is 2 to 1) that are assigned to them. The relationship of the second chakra and the sixth chakra is reflected in the octave relationship that occurs between the 3rd and 6th overtones of the harmonic series assigned to them. The heart chakra receives the fifth harmonic and the stabilising effect of the major triad. The third eye receives the 7th harmonic.




When I first came upon Dr McClellan’s system, I had already done some experimentation myself in terms of chakra resonance and tones. Using a fundamental tone as the frequency to resonate my physical body, I found that the first overtone created could resonate my root chakra, the second overtone resonated the next chakra, the third overtone resonated the navel area, the fourth overtone resonated the heart chakra, the fifth overtone resonated the throat chakra, the sixth overtone resonated the third eye and the crown chakra was resonated by the third octave harmonic. This is an exercise that those who become proficient in the creation of vocal harmonics could practise and validate for themselves.

Gardner’s System

Musician Kay Gardner, author of Sounding the Inner Landscape has a system of harmonically related notes for chakra resonances that is relevant to this topic. Citing Peter Michael Hamel, author of Through Music to the Self, Kay states that Raga Saraswati is composed of (in the key of C) C, D, E, F#, G, A, and Bfc>. She further explains that these are the notes that would be created from the overtones within the first four octaves of a fundamental. Kay then relates the note C to the root chakra, the D to the second chakra, the E to the navel chakra, the F# to the heart chakra, the G to the throat chakra, the A to the third eye and the Bb to the crown chakra.

When working with these tones to resonate chakras, Kay actually uses the fundamental and not the harmonics. Nevertheless, since they are composed of the notes found in the first four octaves of the harmonic series, we include them in this portion.

Stockhausen and Resonation of the Brain

Another potential healing use of harmonics involves the resonation of the brain with these sounds. Many people report being aware of vibrations in their heads when they create vocal harmonics. Sometimes they see light when their eyes are closed. Others indicate they can actually feel different parts of their brain being resonated by the harmonics. I too have experienced these sensations and more. I have always been intrigued by the possibility that the creation of vocal harmonics may be used to resonate and stimulate portions of the brain. This intrigue can be traced back to a taped lecture I heard in 1984 on ‘Healing with Sound’ by Pir Vilayat Khan, head of the Sufi Order in the West. In this taped lecture, Pir Vilayat related:


    I visited some time ago Stockhausen, who is a German composer ... and he demonstrated at a meal his extraordinary skill in producing overtones. And he was able to produce something like 28 overtones as clear as a bell. He said that he concentrates on a particular point in the brain above the palate for each overtone and that each overtone is placed higher up in an area within the brain.

It occurred to me that you should be able to produce an overtone that is resonant with the specific resonance of the Pituitary for example. You set the Pituitary into action, which would immediately start secreting hormones which would have various effects. But you would have to know exactly what you are doing. It would be quite dangerous just to simply stir up the Pituitary without specifically knowing which hormone. Is it going to be the growth hormone? Or is it going to be the gonad hormone or what is it going to be? So it’s much more complex than that. But I’m just giving you an indication of the lines of research that will hopefully be followed up in the next decade.



Karlheinz Stockhausen is an avant-garde composer. He is also considered a mystic and visionary. Stockhausen was the first to compose music which he titled Stimmung (meaning ‘tuning’), created entirely for overtone singers. His influence in the growth of vocal harmonics has been great. Among his students were British overtone singer Jill Puree and German overtone singer Michael Vetter.

Stockhausen had these comments to make about his 1969 recording Stimmung:


    You will hear my work Stimmung, which is nothing for seventy-five minutes but one chord - it never changes - with the partials of natural harmonics on a fundamental, the fundamental itself isn’t there, the second, the third, fourth, fifth, seventh and ninth harmonics and nothing but that ... The singers needed six months just in order to learn precisely how to hit the ninth harmonic, or the tenth, eleventh, thirteenth, up to the twenty-fourth ... It’s a wonderful technique to learn because you become so conscious of the different parts of the skull which are vibrating. If you met the singers, you’d see how as human beings, they’ve changed. They’re completely transformed now that they’ve sung it more than a hundred times since the World’s Fair in Osaka.




Stockhausen was able to observe physiological changes in the skulls of the singers he had trained to create vocal harmonics. The question remains: what exactly are these physiological changes? Are these changes restricted to the bones of the cranium or are there actual changes in the brain as well? If it is possible to resonate different portions of the brain through self-created sounds such as vocal harmonics, this seems a great deal safer than drilling a hole through the cranium and then attaching electrodes to the brain. This latter method is the one which is currently the only available way modern science can stimulate and directly affect the brain.

OTHER RESEARCH INTO OVERTONE
CHANTING AND HEALING

Don Campbell, in The Roar of Silence, writes of the power of harmonic tones. His words apply both to sounds projected to the body and to the brain:


    The vowel sound that carries the vibration to the body determines the effect of the sonic charge. The pitch of the vowel sound determines the location of the epicentre. There is no other way to localize oxygenation, energy flow, and pulsation as noninvasively within such a short period of time.




In interviews, overtone singer Jill Puree has stated:


    Overtone chanting is extremely healing ... When you’re doing overtone chanting you’re beginning to differentiate mental and physiological processes that are not normally differentiated. This requires incredible concentration — you use parts of the brain that you don’t normally use — and when you do that something else happens and you enter into the world of spirit.




Harmonics and Cranial/Brain Resonation

In presentations to various medical doctors and scientists I have often suggested the possibility of resonating different portions of the brain with vocal harmonics and the important need for research in this area. Thus far, there has been virtually no work regarding this. However, I have personally had some interesting experiences that seem to validate this use of harmonics to resonate the cranium and brain.

The Sound Healers Association is a non-profit organization I founded which held meetings once a month featuring guest speakers who talked on their area of expertise about using sound and music as healing modalities. During October 1986 at a Sound Healers Association (SHA) meeting in Boston, our visiting guest was Dr Harlan Sparer, a chiropractor from New York. Dr Sparer talked of the uses of sound to affect the body and the brain. As part of his presentation, we conducted an experiment in which I began to tone other people harmonically while Harlan checked out their bones and, in particular, the bones of the cranium. He found that the bones of the cranium were able to move when a subject was chanting vocal harmonics. This also occurred when someone else was toning the harmonics into the head of another person. While we experimented using only live sound, it seems quite likely that listening to recorded music of vocal harmonics would also have this effect.

According to Dr Sparer, and later validated by Dr John Beaulieu, harmonic toning seems to affect not only the cranium and the entire brain, but also the primary respiratory rate and the flow of cerebral spinal fluid through the cranium. The flow of cerebral spinal fluid may be the physical counterpart to the kundalini energy of the Eastern mystical traditions, discussed in Chapter 8 on Vowels as Mantras. Cerebral spinal fluid seems to have an overall effect upon the health and wellness of an individual. A blockage in this flow can create imbalances in the physical body. The use of vocal harmonics may alleviate these imbalances and help restore energy and health to individuals.

Hclga Rich

In 1985 I was a lecturer at the 4th International Symposium on Music: Rehabilitation and Human Well-Being, being held at Goldwater Hospital in New York City. I had completed my lecture and was preparing to leave for a Medicine Wheel Gathering, being held in New England.

Before I caught a taxi to the airport, I decided to have lunch at the cafeteria where the symposium was being held. I bought a sandwich and a drink and sat down at a table. A woman was sitting opposite me and although I had not seen her before, I thought she might also be here for the symposium. I asked her about this and she replied ‘Yes!’ Her name was Helga Rich. She was a vocal instructor and a yoga teacher who had just arrived from Denmark to give a presentation that afternoon.

I asked Ms Rich what she did and she told me that she worked with sound to help patients suffering from aphasia, muscular disorder, Down’s Syndrome and other problems. When I asked her more specifically how she did this she replied, ‘I teach them to sing vowel sounds and project them here,’ and she pointed to her forehead.

My mouth dropped open in amazement and I excitedly said, ‘You have them project harmonics to the third eye!’ ‘Yes’, she replied, ‘but I cannot call it that!’

I asked if she had had any success with this technique and with a knowing smile, she said, ‘Come to my presentation this afternoon and find out.’

I told Ms Rich I had to catch a plane, but that I would be in further contact with her. That was the last I saw or heard from her. A student of mine from Denmark recently told me of her death in 1990.

Here is an extract from the Symposium about Ms Rich’s presentation, called ‘Theoretical Aspects of Vocal Teaching’:


    The first phase in teaching vocal production to a handicapped student is instruction in slow and relaxed breathing. The second phase involves teaching the student to breathe so that the air-stream passes through the vocal cords and up to the central part of the forehead. The importance in tongue placement in relaxing the throat muscles is stressed. After a period of exercise and training of the tongue and lips, the patient follows a program using two different groups of vowels. The speaking and singing functions are generally restored after several weeks of intense training.




Though it was extremely brief, my meeting with Ms Rich greatly affected me, for I am positive that there was great validity in her work. Contained in the vowel sounds are’ different harmonics and Ms Rich’s work indicates that, through teaching people with neurological disorders the ability of creating vowel sounds, it may be possible to restore imbalances in the brain. It seems likely that through resonating the brain with harmonics new connections may be made, connections which pass damaged areas that no longer function properly.

Susan Gallagher Borg

At the 1st International Symposium on the Study of Subtle Energy Medicine in Boulder, 1991, I met Susan Gallagher Borg, a singer, body-worker and movement therapist who utilized a process called Resonant Kinesiology. Susan gave a presentation on ‘Singing in the Brain: Using Vocal Sounds to Evoke a Healing Response’ which focused upon using vocal harmonics to resonate the brain. Susan and I shared similar thoughts on the effects of vocal harmonics to stimulate the various epicentres of the brain.

Susan had come upon vocal harmonics on her own and had spent much time investigating the mechanism of the body and the brain. In particular, Susan had studied the effects of sound upon the fascia. The fascia, a gelatinous substance, is the connective tissue of the body. Sound makes extremely fast physiological changes in this tissue as it is easily affected by sounds. The fascia also plays an important part in the connection of the synapses of the brain.

Susan believed that it was possible to resonate different portions of the brain with sound. She also felt it was possible to create new neural synaptic connections in the brain using vocal harmonics. In a conversation, she told me:


    By stimulating the neurons of the brain, you cause them to pay attention. When they pay attention over a period of time, the portion of the brain in which this occurs will habituate and will grow a synapse. The synapse perpetuates that particular attention. This will cause brain cells to connect.




Susan’s statement indicated that, by stimulating the brain with sound, it was possible to create new neural synaptic connections. This came very close to my own understanding of the potential power of harmonics to affect and activate the brain. At her presentation, Susan suggested to those scientists and doctors present the need to investigate if the brain can be resonated by sound, and if so, which portions of it are resonated by which harmonics. This is a most important area of investigation which may produce extraordinary information about new ways of helping people suffering from head injury and other neurological disorders.

There is research to indicate that sounds which are discordant and disharmonic may have damaging effects upon the brain. In 1990 Schreckenberg and Bird, a neurobiologist and a physicist, experimented with exposing rats to different sounds. One group of rats listened to Strauss waltzes while another group listened to disharmonic sounds in the form of incessant drum beats. The group which heard the discordant sounds developed difficulties in learning and memory and also incurred structural changes in their brain cells. The neurons showed signs of wear and tear from stress. The researchers believed that what they were observing was the effect of disharmonic sounds on mammalian brains.

There is also research which indicates that it is possible to grow new brain cells. Ten years ago, Fernando Nottebohm and colleagues at Rockefeller University discovered that songbirds have the ability to grow new cells in the brain — a phenomenon previously considered impossible in adult animals. Songbirds, which have the ability to sing two notes simultaneously, can grow new nerve cells and increase the size of the HVc, the area of the avian brain involved with singing. This study of‘neurogenesis’ has excited many scientists with the prospect of someday stimulating a damaged human nervous system to repair itself. These researchers are attempting to find the gene that controls the process of nerve regeneration. Perhaps the key to neurogenesis in songbirds lies not in the gene itself, but in the sounds which the songbirds make.

Judith Hitt

Judith Hitt, a Registered Nurse from Vermont specializing in rehabilitation, has worked with patients suffering from strokes and other neurological disorders using vocal harmonics. A schooled musician, she also studied sound and bodywork with Susan Borg.

Judith says of her work: ‘Sound seems to be a very powerful and direct way to “touch” the brain and nerves. I find that I can vibrate specific areas of the brain by using certain harmonic frequencies. These frequencies vary from person to person, even from day to day on the same person. The same is true for each of the cranial nerves as well as the spinal cord and spinal nerves. The flow and pulse of the cerebral spinal fluid, very much affected by a stroke for example, can be altered with sound, helping to clear up blockages.’

Judith applies visualization and vocalization in her work, using both guided imagery and harmonics with her clients to enhance the intention of the sounding.

‘If, for example, we are focusing on hand movement, I will ask the person to visualize making a fist with that hand, imagining what it would feel like to squeeze the hand into a fist. When that intention is fully placed, I will sound into the corresponding area of the brain and travel down the appropriate nerves. I will ask the person to be aware of the connection between their brain and their hand, and to feel the nerve impulses travelling from their brain to their fist and back again as they visualize this. So, I sound into the appropriate areas of the nervous system while the intended movement is

being visualized. I believe that this creates an environment for new learning in the nervous system; for new synapses to be created, making new connections to relearn a movement.’ Judith finds that the harmonics from ‘the vowels Aye and Ecc resonate brain tissue the best and that the first octave and the fifth harmonics resonate the larger areas of the brain. The highest harmonics that I can create seem to be the most effective on the smaller, more specific neural areas such as the caudate nucleus or a cranial nerve junction.’ While Judith has not yet tried teaching clients techniques of self-created vocal harmonics, this is an area of therapy she plans to explore soon. In her work, Judith utilizes many of the concepts and techniques found in the chapter on Overtoning.

Tomatis and Brain Resonation

The work of Alfred Tomatis, MD on the ear and listening has been discussed in Chapter 6 on Meditation, though it could easily apply here as well. Dr Tomatis’s research into sound seems to validate the use of harmonics to resonate the brain. While he believes that the actual charging of the cortex of the brain occurs through sound stimulating the auditory nerve, it is quite possible that mechanical resonance of the brain through sonic stimulation may also occur.

Dr Tomatis, through his Tomatis Method, utilizes both the Electronic Ear and the human voice, rich in high-frequency harmonics to correct dramatically many problems related to speech, language, motor control and motivation. Tomatis has enjoyed success with those who are dyslexic, autistic, stutterers, adopted or depressed. Enhanced learning, improved music ability and increased attunement in acquiring a second language are also possible outcomes for those without specific problems.

Heat Thermography to Measure Effect of Vocal Harmonics

In February 1989 I was a guest speaker at the 1st International New Age Music Conference. One of those in attendance was

Dr Elizabeth Phillips who was conducting some tests with heat thermography equipment. She was attempting to correlate the relationship of music and relaxation via this process. Heat thermography measures changes in skin temperature. When a subject is relaxed, their skin temperature is raised.

Dr Phillips was just about to disassemble her equipment when I wandered by her booth and asked her about her work. When she told me about her project, 1 asked her if it was still possible for her to take pictures using her equipment. She replied affirmatively. A few minutes later, Dr Phillips was photographing my chest and head with her equipment while I sang Tibetan and Mongolian Overtones.

I left the Conference before Dr Phillips had a chance to look at the resulting photographs. Several months later I received a phone call from her. She had forgotten about the photographs she had taken until that afternoon when she had developed them and then telephoned me. She had never seen such rapid changes in skin temperature. She wanted to know what I had been doing.

I explained to Dr Phillips about vocal harmonics. Then 1 asked her what the changes meant. Heat thermography, she explained, showed changes in skin temperature. There seemed to be a major relationship between these changes in skin temperature and the organs behind or below the skin. In my case, it was the organ behind the skin of my forehead -the brain. The photographs showed incredibly rapid changes in colour on my forehead and the top portion of my skull. There were changes in the activation of skin temperature which matched the portion of my head where I had been projecting the vocal harmonics.

Dr Phillips consulted a neurologist with the photographs to see his response. The MD was baffled by the changes in the skin temperature and, believing I was somehow able to affect the autonomic nervous system, he wanted to know if I had been doing any visualization while making these sounds.

I had not, but I had been consciously projecting the sound to different portions of my brain.

Dr Phillips asked if I thought there was a possible use for treatment of headaches using this technique. I replied that I thought this would be just the tip of the iceberg. I told her that I felt there were extraordinary healing possibilities with the use of vocal harmonics as a means of stimulating the brain. While heat thermography shows only changes in skin temperature, it gives an indication of activity in the organs below the skin and in this case, the brain. This is another example of the potential validation of the brain’s being resonated by harmonics.

THE PINEAL GLAND

In the Introduction, I related the story of my journey to Palenque in Mexico and having the darkened room become illuminated as I sang vocal harmonics. This experience was one of the more dramatic episodes in my life. It was only later that I began to process the experience and try to understand what had gone on.

As often happens after I have a fairly unexplainable event occur in my life, I meditate. After I returned from Palenque, I began to meditate on what had actually occurred during that experience. What I received in my meditation was interesting. It was this: through the use of vocally created harmonics, it is possible to resonate and stimulate the pineal gland.

The pineal gland is a small, pine-cone-shaped gland located in the middle of the head. Esoterically, the pineal is often associated with the ‘third eye’ and was believed by Descartes to be the ‘Seat of the Soul’. It was once thought to be a vestigial organ and is now known to be a light-sensitive clock affecting sleep and the sex glands. Research by scientists such as Robert Beck suggest that the pineal is an organic device which is tuned towards magnetic north to give both humans and animals their sense of direction. Other scientists believe that the pineal is a bioluminescent organ which has the ability to create light.

The pineal is rich in neuromelanin, which, according to scientist Frank Barr, is a phase-timing, information processing interface molecule which is a phototransducer. This is a substance which has the ability, among other traits, of absorbing and converting light energy to sound. It also has the ability to turn sound energy into light. Barr believes that melanin and its brain counterpart, neuromelanin, may be the key link between the mind and the brain.

Through stimulation of the pineal gland, neuromclanin is produced. Neuromelanin, a light-sensitive compound triggers the release of a substance which contains phosphorus, a light-producing chemical. By stimulating the pineal gland through vocal harmonics, it may be possible that actual fields of light around the body are enhanced. In other words, the auric field becomes more luminescent. I hypothesize that through this luminescence, I was actually able to produce light in the room in Palenque.

While this phenomenon is not too widely known, there does seem to be some reference to it in certain texts. Dhyani Ywahoo, a Native American medicine woman, writes in Voices of Our Ancestors that in the Ancient Mystery Schools the initiations were held in total darkness. The initiates had to be able to produce their own light. I believe that this was done through the creation of vocal harmonics.

Spiritual scientist J. J. Hurtak writes of the phenomenon of creating light through the pineal gland in The Keys of Enoch:


    The ‘light’ which activates the pineal gland is not the conventional light of the sun ... the brain produces its own light field on a molecular level ... our neurocircuitry can produce its own light field.




I discussed with Dr Tomatis my experience of producing light through sound and suggested my hypothesis of the pineal creating this light. Dr Tomatis knew of this phenomenon of creating light through sound, but believed that this light was created not through the pineal (the third eye) but through the heart. It is interesting to note that the heart is an organ which is also extremely rich in melanin.

What would be the healing benefits of creating light in this manner? The possibilities seem limitless. We would be enhancing and adding energy to the fields around our bodies, creating or restoring health and balance to areas of imbalance and disease. These possibilities of resonating the pineal through sound are yet another example of the potential use of harmonics to influence and affect the brain for health and wellness.

SUMMARY

In this chapter we have focused upon the potential use of harmonics for healing the body and the mind, from instruments and tapes that use harmonically related frequencies to the use of the voice to create vocal harmonics.

In forthcoming chapters we will focus upon learning to use vocal harmonics to balance the chakras and to resonate the physical and etheric bodies. Harmonics are an extremely accessible and easy tool for helping us become sound in both body and mind. Tomorrow’s scientific research may validate the mysterious healing abilities of harmonics and their use in the fields of health and wellness. Until then, we can still experience for ourselves the extraordinary benefits which can be derived from the therapeutic application ofvocal harmonics.


8. VOWELS AS MANTRAS

MANTRAS

‘Mantra’ is a Sanskrit word meaning ‘the thought that liberates and protects’. Mantras are sounds or words which when recited have the ability of changing the consciousness of the reciter. In the Hindu tradition, there are literally thousands of mantras, each with a different purpose and intention. Some mantras are designed to unite the reciter with a particular deity or energy form. Other mantras are designed to empower the reciter with specific ‘siddhas’ or powers. Still other mantras are utilized to resonate and activate the chakras of the reciter. In this chapter, we will examine the use of vowels as mantras for the third use - the resonation of the chakras.

CHAKRAS

Chakras are energy centres located along the centre of the body. Clairvoyants and others with the ability of seeing these subtle energy centres are able to view them as vortices of shifting colours, sounds and densities. Indeed, the meaning of chakra (a Sanskrit word) is ‘wheel’, and they are seen as spinning wheels of energy.

Knowledge of chakras is by no means limited to Eastern traditions, though it is from the Hindu and Tibetan systems that the greatest information about chakras has come. Many esoteric and occult traditions talk of energy centres along the body and it seems that anyone with real sensitivity can sense them. A friend of mine who was born with the ability of actually viewing subtle energy always wondered what the spinning disks of light he saw on people were, until he found out about chakras.

While chakras have been incorporated into the spiritual beliefs of Hindus and Tibetans, their existence seems not to be based upon religion, but sensitivity to energy. The concept of subtle energy is becoming more recognized in the West. There is, in fact, an International Society for the Study of Subtle Energy Medicine whose membership is composed largely of medical doctors, scientists and alternative healers who work with subtle energy. These modalities of healing include acupuncture and homeopathy.

SUBTLE ENERGY

Subtle energy is energy that seems to bypass the normal measurable aspects of energy such as heat which can easily be measured by a thermometer. Subtle energy may be electromagnetic in nature or it may be something else. It is, for the most part, energy that cannot be easily seen, felt or perceived either by normal people or instrumentation. However, individuals with heightened sensitivity can perceive this energy and new scientific instrumentation is being invented which can now measure this energy.

Nearly fifty years ago in Russia, Semyon and Valentina Kirlian were experimenting with photographic plates which were exposed to high-frequency electrical fields. They observed that when a subject placed a finger or hand on the plate, there appeared some unknown substance surrounding the physical organ. This substance often varied in brightness, depth and size, depending upon the health and vitality of the subject. The Kirlians speculated that they had found a way of measuring the ‘aura’ of the body, long claimed to be visible by psychics, seers and sages.

Within the last decade, Dr Hiroshi Motoyama, a Japanese scientist, has invented instrumentation for measuring aspects of the subtle body, including acupuncture points and chakras Using highly sensitive photoelectric equipment, Dr

Motoyama measured advanced masters of yoga as they activated their chakras. He was able to detect light being emitted from the chakras of his subjects. With other instrumentation designed to measure minute changes in electric current, Motoyama was able to show changes in skin current at acupuncture points. As more and more instrumentation becomes available, other scientists are making rapid progress in the ability to measure subtle energy and the existence of the subtle energy centres known as chakras.

The concept of subtle energy is nothing new to those of us working with sound. If we perceive that all is in a state of vibration, the varying degrees of this vibration would cause things to have different densities. Working with sound, and particularly harmonics, enhances the ability to affect many of these subtle energies. The chakras may be influenced by sound, and in this chapter we will work with a very simple way of doing this. Before looking at how this may be done, let us first gain a preliminary understanding of the chakras.

LOCATION OF CHAKRAS

Chakras seem to be the focal point of manifestation for energy which makes up the subtle body. From the chakras, the energy is thought to become more dense, first appearing as the points utilized in acupuncture and then, as they become even denser, this energy actually makes up the physical body. In most esoteric traditions, there are seven major chakras which are centrally located along the front of the body. Figure 8 illustrates the locations of these chakras.

The chakras are said to be related to the endocrine system, the ductless glands of the physical body. The chakras also influence and affect the area of the physical body where they are located. Many physical imbalances may be perceived as being the result of imbalanced chakras. The following is a short summary of the chakras:
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Figure 8 The positions of the chakras

1. The base chakra (in Sanskrit ‘Muladhara’) is located at the base of the spine and is also associated with the anus. This chakra is related to the adrenal glands and associated with issues of survival.

2.    The sacral chakra (in Sanskrit ‘Svadhishthana’) is located 3-5 centimetres below the navel. This chakra is related to the sexual organs and reproductive problems.

3.    The navel chakra (in Sanskrit ‘Manipura’) is located around the navel. This chakra is associated with the digestive organs. It is often thought of as the chakra from which our power and mastery of self originates.

4.    The heart chakra (in Sanskrit ‘Anahata’) is located in the centre of the chest between the two nipples. It is associated with the organs of the heart and respiration as well as the thymus gland. This is the chakra of love and compassion.

5.    The throat chakra (in Sanskrit ‘Vishuddi’) is located in the throat. It is associated with speech and hearing and with the thyroid gland. It is the chakra of communication and creativity.

6.    The brow chakra (in Sanskrit ‘Ajna’) is located between the eyebrows. This is the energy centre known esoteri-cally as the third eye. This chakra is primarily concerned with imagination, psychic abilities and the seeking of God. There seems to be much debate about the gland associated with it. Many traditional systems believe the pineal gland is controlled by the third eye. Other traditions, however, place the secretory functions of pituitary, the master gland of the endocrine system, under the influence of the third eye.

7.    The crown chakra (in Sanskrit ‘Sahasrara’) is located at the top of the head. It is said to control every aspect of the body and mind and is associated with full enlightenment and union with God. In many religious pictures, the halo that surrounds the heads of saintly beings is the representation of an activated crown chakra. There is some confusion as to whether this energy centre controls the pituitary or the pineal gland. Like the third eye, both of these glands have been associated with the crown centre. This chakra is rarely fully opened, except in cases of very high spiritual beings.

This summary of the chakras is merely that - a summary. There are many books written about the chakras which should be consulted if more information is desired. Not all information about the chakras is consistent. Different systems place different emphasis on specific ones, associating these chakras with different sets ofglands and organs. This is particularly true with the first and second chakra and the sixth and seventh chakra. For example, some systems place the first chakra as being responsible for sexual activity while other systems place this energy in the second chakra. As noted, the discrepancy between the pineal and the pituitary being the gland for the sixth or the seventh chakra exists. Indeed, some systems have only five chakras in them, with the first and second chakra considered as one and the sixth and seventh considered another.

There are, however, many more specific similarities about knowledge of the chakras, than differences. The heart and throat chakra, for example, are generally perceived by all as being related to the thymus and thyroid respectively. Since there is no instrumentation which can accurately measure chakras (Motoyama’s instrument is still in the developmental stages), knowledge of chakras remains based upon the ability of different individuals to perceive these energy centres. One thought as to the differences which have been perceived about the chakras may be due to the fact that the different individuals who are able to perceive them may be attuned to different aspects of the electromagnetic spectrum and therefore may disagree in their description of the chakras.

SOUND AND THE CHAKRAS

Each of the chakras is said to resonate with different sounds. Many years ago, I did a study of different systems which utilized sound to resonate the chakras. There are many of these systems and they all seemed to work. This was for me a time of great confusion since I could not understand how different sounds and frequencies could seemingly have the same effect. It was then that I began to become aware of the importance of intention in this work with sound and the fact that the intention coupled with the frequency would be the reason why these different systems should all be effective.

One of the importances of awareness of chakras is that there seems to be a direct relationship between the chakra and the portion of the body it is associated with. Imbalances in chakras seem to lead to imbalances in the physical body and vice-versa. Often, by aligning and balancing a chakra associated with an organ that is experiencing discomfort, the organ can become healthy and the problem may disappear.

Another important aspect of chakras is that, as they are activated, the individual opening these chakras seems to become more highly conscious and spiritually transformed. In the East, there is an energy, called ‘kundalini’ which sleeps in the base chakra. As this energy becomes awakened, the kundalini moves up the spine to the next chakra and then the next, until finally, as an individual becomes fully awakened and conscious, it reaches the crown chakra. With the rising of the kundalini and the activation of succeeding chakras, different powers and abilities seem to manifest. By the time the energy reaches the crown, an individual has been truly transformed.

The subject of kundalini has been itself the focus of a number of books. It seems to be a very powerful energy and in many of these texts, warnings are given not to awaken the kundalini before an individual is ready. I concur. This is one of the reasons for working with our own sound. Sound seems to have the ability of being a tool that will allow an individual to go only as far as he or she is vibrationally ready to go in terms of activation of this energy. It is therefore safe. You cannot force open a chakra with your own sound and do damage. Sound is safe and gentle and works with the natural resonance of the individual.

Vowel Sounds and the Chakras

In particular, working with the vowel sounds has been particularly effective. One reason for this is that many of the people in groups I have worked with have had problems with the different mantric formulas, using foreign words such as Sanskrit or Tibetan. A devout Christian, for example, might feel strange chanting a Bija mantra but he or she may have no difficulty working with vowel sounds. The second reason I prefer to work with vowel sounds is that they truly do create a resonance in the physical body. We can actually feel different portions of our body vibrate with sound. For those who have had no experience working with the subtle body, this physical resonance makes it easier for them to accept the possibility of resonating subtle energy as well, for if the stomach area is being activated by sound, it seems entirely possible to them that the etheric fields may also be affected.

The third reason I work with vowels has to do with harmonics. As we have stated before, there are particular harmonics (called formants) that seem to be associated with specific vowels. While each vowel has the potential of creating every harmonic, each vowel also has particular harmonics which are stressed. Often by working with vowels as mantras and focusing upon the vowels, individuals will begin to hear and create the harmonics without any further training.

While there are many varying schools of thought about the relationship between sound and the chakras, one relationship that seems to be fairly consistent is that of pitch and the chakras. It seems that the lower chakras are influenced by lower sounds and the upper chakras are influenced by higher sounds. This is also true about our body cavities. For example, the lowest sound that we can make seems to resonate the very deepest part of our trunk and also influences the base chakra. Mid-range sounds seem to resonate the middle part of our trunk and depending upon the pitch can influence the navel, heart or throat chakra. The upper ranges, and in particular, the highest sound we can make seems to vibrate the top of the head and the crown chakra.

There also appears to be a direct relationship between specific vowels and different portions of the body. These vowel sounds also seem to work by themselves to resonate the chakras. Such resonation techniques are said to be very old. Edgar Cayce talked of the priests of ancient Egypt learning to resonate their energy centres with vowel sounds. When these vowel sounds are combined with pitch, we have a very powerful sonic formula for resonating both the physical body and the subtle energy centres.

There are actually a number of different systems that utilize the vowel sounds to resonate the chakras. While all these systems are inherently similar, there seem to be subtle differences. A reason for this may lie in the fact that pronunciation of different vowel sounds from written text is quite difficult. ‘Eh’ and ‘Aye’ for example, may be meant to be the same sound, or they may be meant to be different.

VOWEL SOUNDS TO RESONATE CHAKRAS

Goldman’s System

This particular system of using vowel sounds and pitch to resonate chakras is one I have worked with for several years by myself and in the teaching of groups. It is the most effective system I have encountered. This does not mean it is the only method for working with the vowels and the chakras. It is, however, the most universally accepted system.

When working with self-created sounds, the intention behind the sound is of extreme importance. It may, in fact, be as important as the actual sounds that are created. We have made this point in other chapters and will continue to do so throughout this book. In the following exercise, focus your intention on projecting the sound to the particular part of the body where' you would like the sound to resonate. With continued experience in sounding, you may learn that it is possible to resonate virtually any portion of your body (and chakra as well) with any sound. However, for this exercise, please direct your attention to the portion of the body and the corresponding chakra as instructed.

Before we begin this exercise, find a comfortable position sitting either on the floor or in a chair. You may put your hands in any position that is comfortable; on your knees or in your lap, or you may put them over the part of your body where you are resonating the sound. This sometimes amplifies the effect of the sounding and helps focus intention. When you tone these vowel sounds, use one complete breath with each vowel. When working with this and other exercises in which you make sounds, it is recommended that you be aware of your posture and keep your spine as straight as possible.

It is important when working with self-created sound to take a deep breath, doing diaphragmatic breathing, so that as you breathe in, the stomach expands. More explicit details about this are given in Chapter 10 on Overtoning. Table 8.1 and Figure 8.1 illustrates the vowel chakra system we will be using for this exercise. You may find it helpful to refer to these charts during the exercise.
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Figure 8.1 Jonathan Goldman’s vowel/chakra sounds



Begin with an ‘UH’ sound (as in the word ‘huh’) that is the very deepest sound you can make. Focus your attention on the base chakra, located at the base of the spine. If you would like to add a colour visualization to this exercise, use the colour red.
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Table 8.1 Jonathan Goldman’s vowel/chakra sounds

Now begin to tone the very deepest ‘UH sound that you can make. This sound can be very soft and gentle. It does not have to be loud. Close your eyes while you are making this sound. Become aware of where the sound is resonating in your body. The sound will always resonate in your throat, but become aware of where else that sound is resonating. Now focus your attention on the lowest part of your trunk and project your intention so that you visualize the sound resonating at the base of your spine and in your reproductive area. Feel the sound vibrating that area and, as it does, become aware that the energy centre associated with that area is also resonating, becoming balanced and aligned. Make this ‘UH’ sound for a minute or two, or for however long you feel comfortable. We suggest doing this for no more than five minutes.

Now focus your attention on the second chakra located about three inches below the navel. The vowel sound for this is an ‘OOO’ sound (as in the word ‘you’). A colour that will complement a visualization for this sound is orange.

Begin to tone an ‘OOO’ sound, making it a little less deep and a bit higher in pitch than the last sound. This sound should be soft and gentle, as should all the sounds we will be making for this exercise. Close your eyes and become aware of where the sound is resonating in your body. Now focus your attention on the area of the second chakra and project the sound there. As the sound resonates the second chakra, experience this energy centre balancing and aligning with the other chakras. Make this ‘OOO’ sound for a minute or two. As with the base chakra and the other vowel sounds for the chakras, we recommend that you do this sounding for no more than five minutes. As you become more experienced at sounding and resonating your physical and subtle self, the time can expand.

The sound for the navel chakra, located at the navel area and several inches above is ‘OH’ (as in the word ‘go’). Yellow will complement your visualization. Begin to tone a very gentle and soft ‘OH’ sound, that is beginning to fall within the mid range of your voice. This sound should be higher than the last sound. Become aware of where that sound is resonating in your body. Now focus your attention on the navel and solar plexus area and focus the sound there. As the sound resonates this area, experience this energy centre balancing and aligning with the other chakras. Make this ‘OH’ sound for a minute or two.

The vowel sound for the heart chakra, located in the middle of the chest, to the right of our physical heart, is ‘AH’ (as in the word ‘father’). ‘AH’ is often a sound we make when we are in love and the heart chakra is the centre associated with love. If you wish to add a colour to complement this sound, use green. Begin to tone a soft and gentle mid range ‘AH’ sound, higher in pitch than the last sound. Become aware of where the sound is resonating in your body. Now focus your attention on the heart chakra and project the sound there. As you resonate the heart centre with sound, experience this energy centre balancing and aligning with the other chakras. Make this sound for one or two minutes.

The vowel sound for the throat chakra, located at the throat, is ‘EYE’ (as in the word T). A colour to complement this sound is blue. Begin to tone a soft and gentle ‘EYE’ sound which is still higher in pitch than the last sound. Become aware of where the sound is resonating in your body. Now focus your attention on the throat chakra and project sound there. As the sound resonates the throat chakra, experience this energy centre balancing and aligning with the other chakras. Make this ‘EYE’ sound for a minute or two.

The vowel sound for the third eye, located in the forehead between the two eyes and slightly above them, is ‘AYE’ (as in the word ‘say’). A colour that works well with this sound is indigo. Begin to tone a soft and gentle ‘AYE’ sound higher in pitch than the last sound. Close your eyes while making this sound and become aware of where that sound is resonating in your body. Now focus your attention on this chakra and project the sound to that area. As the sound resonates the third eye, experience this energy centre aligning and balancing with your other chakras. Make this ‘AYE’ sound for a minute or two.

The vowel sound for the crown chakra, located at the top of the head, is the very highest ‘EEE’ (as in the word ‘me’) sound that you can create. A colour that is used here is purple. Begin to tone the highest ‘EEE’ sound that it is possible for you to make. For men, it is often useful to use a falsetto voice to achieve this. Make this sound soft and gentle. Close your eyes and become aware of where that sound is resonating in your body. Now focus your attention on your crown centre and begin to project sound there. As the sound resonates the crown chakra, experience this energy centre balancing and aligning with the other chakras. Make this ‘EEE’ sound for a minute or two.

At the completion of this exercise, which should take between 10 and 20 minutes to experience properly, you may feel very light-headed. We suggest that you sit in a state of meditation and enjoy this experience. Are there any images or thoughts which are coming to you in this state? Take adequate time when you have completed the exercise for processing the experience you have had with sounding the chakras in this manner. What did you feel like before you began the exercise? What do you feel like now that you have completed it? Log and note any changes you may have experienced during this exercise in your journal.

With this exercise, we are moving energy up the body from the root chakra to the crown chakra. It is powerful. If at the end of this exercise, you wish to bring the energy back down into your body, tone the deepest ‘UH’ sound you can make. This was the first chakra vowel sound we experienced. If you tone this sound it will immediately bring the energy back into your physical body and help ground you.

OTHER VOWEL/CHAKRA SYSTEMS

As mentioned earlier, there are slight variations in the vowel/ chakra relationships. You might experiment with one of these different systems and find if they work more successfully for you. Randall McClellan, in his book The Healing Forces of Music, uses the relationship between the chakras and the vowels, shown in Figure 8.2 and Table 8.2.

Kay Gardner, in her book, Sounding the Inner Landscape, finds the vowel/chakra relationship, shown in Figure 8.3 and Table 8.3, useful; and Peter Michael Hamel, in Through Music to the Self, uses the relationship between the vowels and the chakras shown in Figure 8.4 and Table 8.4.

When experimenting with these other systems, it is suggested that the relationship between pitch will still apply. That is to go from the lowest possible pitch you can produce for resonance with the base chakra to the highest possible pitch you can produce for resonance with the crown chakra. These other systems are very close to the one I have focused upon in this chapter. They are offered as an alternative. You may end up creating a combination of all these systems which will work best for yourself.
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Figure 8.2 Randall McClellan’s vowel/chakra sounds
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Table 8.2 Randall McClellan vowel/chakra sounds

Remember, we are all unique vibratory beings and what works best for one person may not work as well for another. As you practise sounding these vowel sounds for extended periods of time, you may become aware of sounds within the sounds you are creating. These are harmonics.
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Figure 8.3 Kay Gardner's vowel/chakra sounds
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Table 8.3 Kay Gardner's vowel/chakra sounds

In our next chapter, we will focus upon the conscious creation of harmonics. However, it is quite possible that they are already beginning to come to you through sounding the vowel sounds as you work to resonate the chakras.
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Figure 8.4 Peter Michael Hamel’s vowel/chakra sounds
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Table 8.4 Peter Michael Hamel’s vowel/chakra sounds

 Continue with this work. The material in the next chapter can only enhance the resonance of the physical body and subtle energy centres.


9. THE FUNDAMENTALS OF VOCAL HARMONICS

INTRODUCTION

In the ancient shamanic traditions of Mongolia, Africa, Arabia and Mexico, in the arcane Kabbalistic traditions of Judaism and Christianity, and in the sacred spiritual traditions of Tibet, vowel sounds and harmonics, also known as overtones, have been utilized to heal and transform. They have been used to communicate with and invoke deities, to balance the energy centres of the body and to affect the resonances of the brain.

Throughout my years of research and study in the field of therapeutic and transformational sound, there is no single technique which I have found which so truly embodies the power of sacred sound as does harmonics. The ability to create two or more tones at the same time is nothing less than magical. The fact that these sounds may be used to affect our physical, emotional, mental and spiritual bodies makes them even more extraordinary.

Until recently, knowledge of the creation of vocal harmonics has been enshrouded in the esoteric mystery of traditions that would not allow the uninitiated access to this remarkable aspect of sound. Within the last decade, all this has changed. The Gyume and Gyuto Tibetan monks have given public performances throughout the world. Field recordings of Mongolian hoomi singers are commercially available. Western musicians, meditators and teachers of sound such as David Hykes, Jill Puree and Michael Vetter are bringing harmonic abilities to light.

In this chapter we will learn to explore the mysterious and sacred ability of harmonic toning. This powerful and mystical ability enables us to create two or more notes simultaneously. It is one of the more extraordinary phenomena of sound. Creating vocal harmonics is an advanced form of selftransformation and healing where you will be able to sing harmony with yourself. Once you have achieved even the most rudimentary skill in harmonic toning, the very way that you hear and make sounds will be altered forever. It will open up the untold possibilities to be found in the vast spectrum of sound that resonates and reverberates throughout the universe.

We will learn some of the techniques utilized by shamans and others for the creation of vocal harmonics. While these are simple exercises which anyone can try, they are powerful tools. These exercises require no previous musical knowledge or singing ability. If you follow these step-by-step instructions you will find that with practice you will begin to hear other tones, those mysterious sonic particles we call overtones, along with the normal sounds that you are used to hearing.

CREATING VOCAL HARMONICS

Preparations

Complete reading this chapter before beginning the exercises found within it. If possible, try to listen to recordings of harmonic singers (as listed in the Discography) while you are reading and practising. Before trying these exercises, find a comfortable space where you can make sounds and not be disturbed. When practising these exercises, sit up straight, either on the floor or on a chair. While these techniques can eventually be done standing up or lying down, in the beginning sitting is best. You might want to keep a journal or a notebook to record any changes you observe in your physical, emotional or mental states which you may experience from your practice.

Toning the Vowel Sounds

The first step in the creation of vocal harmonics involves toning the different vowel sounds. The ability to create vocal harmonics is interrelated with the formants which are found in these sounds. As we discussed, formants are those clusters of harmonics where the energy of the sound spectrum is concentrated. They are the harmonics in various instruments, for example, which give these instruments their timbre or tone colour. Different vowel sounds emphasize different harmonics. When we tone an ‘AH’ sound (as in the word ‘father’), different harmonics are created than when we tone an ‘EEE’ sound (as in the word ‘me’) or when we tone an ‘OOO’ sound (as in the word ‘you’).

All harmonics are found within every vowel. However the formants found within each vowel stress particular overtones. Because each voice is unique and we all pronounce vowels slightly differently, the exact harmonics that are created by the different vowel sounds will differ slightly depending upon the individual. If you have been practising the exercises in the preceding chapter, you may have already begun to hear sounds within the vowels sounds. These were overtones.

Michael Vetter, an accomplished overtone singer from Switzerland, learned his ability in this manner from Karlheinz Stockhausen. ‘To sing overtones and to deal with them musically requires, as with any other musical instrument, a long and arduous training. But the voice as a tool for acoustical communication is innate in man .... If one actually listens, one requires no further teacher for the development of the voice. One need only sing slow, continuous tones for half an hour each day in the comfortable register of quiet speech making all the vowel form movements of normal speaking. Everything else follows.’

As you may have already discovered, all the vowel sounds we make have naturally occurring harmonics within them. If you sing the vowel sounds ‘UH’, ‘OOO’, ‘OH’, ‘AH’, ‘EYE’, ‘AYE’, ‘EEE’, linking them together in one breath, you will begin to hear different harmonics naturally being created by your own voice. Since each vowel sound has its own set of formants associated with it, singing the vowel sounds will create different harmonics. This phenomenon is the basis of harmonic toning.

The ‘OOO’ vowel sound, for example, will help create the overtones of the octave and the fifth of the fundamental. The ‘OH’ vowel sound will produce the overtones of the major third and the fifth of the next octave. The vowel sound ‘AH’ will help create the overtone of the seventh. These may vary, of course, depending upon your pronunciation. You will also find that as you change from one vowel to another, specific harmonics will be created. As you proceed from ‘OOO’ to ‘EEE’, you will hear the overtones following the harmonic series becoming higher with each vowel sound that you create.

As in the previous exercise, sit in a comfortable sitting position with your hands on your knees or in your lap. Now find a comfortable note to tone, making sure it is not too deep or too high for your voice. Begin to tone the vowels going from ‘UH’ to ‘OOO’ to ‘OH’ to ‘AH’ to ‘EYE’ to ‘AYE’ to ‘EEE’ in one breath.

The less you vocally enunciate the different vowel sounds, the more focused the harmonics will become. Instead of actually singing the vowel sounds from ‘UH’ to ‘EEE’, consciously keep the vowel sound in the throat and project the sound energy out as harmonics. It is as though you are shaping your mouth to form the vowels, but not actually pronouncing them. By changing the structure of the jaw, tongue and cheeks, you will be altering the way the sound comes out.

Experiment with this now. Try toning the vowel sounds while adjusting the shape of your mouth, cheeks and tongue. Many of us used to do this when we were children, experimenting and enjoying the different sounds we could create. Move your mouth, opening it all the way and then closing it, while toning the vowel sounds. Play with this exercise and have fun with it.

In order to hear your own harmonics, especially in the beginning, take one hand and cup it around an ear in the same way as you would do if you were trying to hear someone talking in a crowded room. This amplifies the shell of the ear and allows us to hear the sound more clearly. At the same time, take your other hand and place it, with the palm towards you, about two or three inches away from your mouth. This allows the sound to reflect off your hand and bounce back towards your ear so that you can hear the harmonics more clearly.

It is helpful to understand that a loudly created fundamental will not create a loud harmonic. The two seem to have an inverse relationship at the beginning of learning to create vocal harmonics. With a loudly sounded fundamental, you are focusing the majority of the sound energy outside your mouth. This is ideal for certain styles of singing, but not for the creation of vocal harmonics. In Central Asia, the style of creating vocal harmonics is known as ‘throat singing’. Keep the sound energy inside you mouth, forming the fundamental tone deep in your throat. Then use your mouth and other vocal resonators such as the nasal cavity, cheeks and lips for the creation and amplification of the harmonics. This will create a stronger, louder series of harmonics. It is often helpful at first to make sounds that are not much louder than your normal speaking voice. As you gain the ability to create vocal harmonics consciously, you may increase the volume of the sounds that you are making.

Experimenting with Harmonic Toning

After having experimented with toning the different vowel sounds and trying different positions with your mouth, many of you will already have begun to hear other, high-pitched sounds that you may not have noticed before. These may sound like whistling or buzzing noises, or perhaps like another note being created. Sometimes they are very high, almost seeming to be ultrasonic, or they may be very close to the fundamental sound of which you are normally aware. These may even be sounds that you hear when you sing. These are the overtones. They are already present whenever we make sound. You are merely focusing on them and becoming more aware of them.

There are a number of different phonemes, or basic sounds, which are helpful to use in the creation of some basic harmonics. We will now experiment with them as we expand our ability in harmonic toning.

First, begin to hum an ‘MMM’ sound, using a note that feels comfortable to you. As you make this sound, project the sound energy of the ‘MMM’ sound so that your lips are vibrating strongly. Take one of your fingers and put it to your lips in order to feel them vibrating.

Try this ‘MMMM’ sound using the different vowels, going from ‘MMMUUU’ (as in ‘moo’) to ‘MMMOOO’ (rhythms with ‘go’) to ‘MMMAAA’ (as in ‘ma’) to ‘MMM1II’ (as in ‘my’) to ‘MMMAYE’ (as in ‘may’) to ‘MMMEEE’ (as in ‘me’). Make these sounds softly, vibrating your lips and then opening them just wide enough for each particular vowel to be audible with the ‘MMMM’. You will hear and experience different harmonics that seem to almost pop up out of your lips as you make these sounds.

Now put your lips together as though you were about to whistle and slowly begin to open your mouth, keeping your lips rounded. It is helpful to imagine that you are making a face like a fish or a rabbit when you do this.

As the sound energy is vibrating on your lips with the ‘MMMM’ sound, begin to open your mouth, still keeping your lips puckered and make a ‘MMMMOOOOORRRR’ sound (as in the word ‘more’). Use one complete breath to make this sound, drawing it out and making it elongated.

With vocal harmonics, it is important to understand that each of the different vocal resonators, such as the lips, the cheeks and the tongue, plays a role in the creation of vocal harmonics. The nasal cavity is particularly important in this. Many of us in the West are not accustomed to projecting sound into the nasal cavity. Yet the use of the nasal cavity as a vocal resonator is necessary in order to create certain vocal harmonics. As your toning becomes more nasal, higher harmonics will be created. In order to experience this, let us first make a ‘NNNNEEEE’ sound (as in the word ‘knee’). Put two of your fingers on either side of your nose and see if you can vibrate your fingers while you are making this ‘NNNNEEEE’ sound.

It may seem a little strange at first, especially to those who are not used to resonating this area with sound. As this area begins to vibrate, your sinuses may start to clear and you may find it helpful to have a tissue handy. Now that you have worked with the 'NNNNEEEE’ sound and have allowed your nasal cavity to resonate, let us tone another phoneme that is extremely useful in the creation of harmonics.

The ‘NNNNUUUU-RRRR’ sound (rhyming with the word ‘her’) is a wonderful phoneme to practise. First begin by getting the nasal cavity to vibrate with a ‘NNNN’ sound. After this has happened, begin to add in the ‘UUUU-RRRR’ sound. What occurs is that the ‘NNNN’ sound will still be vibrating in the nasal cavity while the ‘UUUU’ sound will be vibrating in the back of the throat.

As you make this ‘NNNNUUUU-RRRR’ sound, become aware that the ‘RRRR’ is created by the tongue’s moving forward against the roof of the mouth. There is a particular placement of the tongue with this and other sounds that is extremely helpful in controlling the creation of higher harmonics. If you place your tongue just about a quarter of an inch behind the front teeth, barely touching the roof of thd mouth, the tongue will vibrate like a reed. Be aware that the tongue actually vibrates on a layer of saliva and is not firmly touching the roof. If the tongue were firmly touching the roof of the mouth, it would block and muffle the sound.

An interesting side note to this is that in many yogic traditions there is said to be a little ‘button’ on the roof of the mouth which adepts will touch with their tongue in order to stimulate the pineal gland. This is about the same place where the tongue slightly touches for the ‘NNNNUUUU-RRRR’ sound.

Experiment with toning the ‘NNNNUUUU-RRRR’ sound while slowly moving your tongue from the back of your mouth to the front. You will find that there is one particular spot where a high, whistle-like tone will become noticeably louder. Once you have found this spot, work with changing the shape of your mouth; for example, try making a face like a fish. As you do this, you will begin to create different harmonics.

Another phoneme that, is very effective is an ‘NNNNGONG’ sound. This opens and closes the glottis, the muscle at the back of the throat, another place where harmonics can be created. To do this, first nasalize that ‘NNNN’ sound and then say the word ‘GUNG’ (rhymes with tongue). Now nasalize the ‘NNNN’ sound and say the word ‘GONG’. Then nasalize the ‘NNNN’ sound and say the word ‘GANG’. Finally, nasalize the ‘NNNN’ sound and say the word ‘G1NG’ (rhymes with ‘sing’).

Now, with one breath, go from ‘NNNNGUNG’ to ‘NNNNGONG’ to ‘NNNNGANG’ to ‘NNNNGING’. Essentially, you are keeping the ‘NNNN’ sound going while you chant ‘GUNG’, ‘GONG’, ‘GANG’, and ‘GING’, toning different vowel sounds while you open and close the glottis. When you do this, you will notice different harmonics seemingly popping out from the back of your throat.

Now that you have individually experimented with the ‘MMMMOOOORRRR’, the ‘NNNNUUUU-RRRR’ and the ‘NNNNGONG’ sound, see what happens when you combine these different phonemes. Begin with the ‘MMMMOOOORRRR’ sound and then shift into the ‘NNNNUUUU-RRRR’ sound, ending with the ‘NNNNGONG’ technique. Do this all on one breath, experiencing the different harmonics that are created by these different phonemes.

Now try beginning with the ‘NNNNGONG’ sound and shift into the ‘NNNNUUUU-RRRR’ sound, ending with the ‘MMMMOOOORRRR’ sound.

Now try beginning with the ‘MMMMOOOORRRR’ sound, going into the ‘NNNNUUUU-RRRR’ sound and ending with the ‘NNNNGONG’ sound.

These three phonemes are the easiest and most effective sounds for creating vocal harmonics. They are, by no means, the only ones. Here are others that you might also try:

•    ‘WWWWOOOOWWWW’ Tone this slowly, sounding the word ‘wow’, in one breath. As you open and close your mouth making this sound you will hear different harmonics. If you nasalize the sound, you will hear even more overtones.

•    ‘HHHHUUUURRRR-EEEE’ Very much like the ‘NNNNUUUU-RRRR’ sound, this brings the tone and the harmonics from the back of the throat to the front. With one breath, tone it in two distinct parts: ‘HHHHUURRRR’ (as in ‘her’) and ‘REEEE’ (rhymes with ‘me’).

• ‘OOOOEEEE’ This works best in a high-pitched voice or in a falsetto. The ‘OOOO’ (rhymes with ‘you’) creates the lower harmonics, while the ‘EEEE’ (rhymes with ‘me’) creates the upper harmonics. Some people find it particularly easy to hear harmonics while making this sound.

These different phonemes are the beginning of learning to create vocal harmonics. The next step in developing the ability to do harmonic toning is to gain control over the harmonics which are created.

Working with the different vowel sounds enables you to create different harmonics. Going from ‘UH’ to ‘EEE’ and then back, you will be sounding vowels with formants that go up and down the harmonic series, creating overtones that are vibrating many times the speed of the fundamental of your voice. With a little practice, you will probably be able to create and hear eight or more different overtones.

Practising Toning Specific Harmonics

After you have learned to produce different harmonics you will want to pick out one particular harmonic that you are creating. Then focus your attention on this harmonic, holding it and making it louder. It does not matter which phoneme you have used in order to create it. Once you have done this with one harmonic, focus on another harmonic and do the same.

As we all have different singing ranges, it appears that we all have different harmonic ranges. If you have tried the various exercises in this chapter and are still having difficulty hearing your harmonics, try going up a little bit higher in pitch with your voice, or perhaps down a little deeper. You might find that a slight change in the fundamental you are toning makes all the difference in the world.

Along with the listening to recorded examples of vocal harmonics from other singers, an excellent aid is a cassette recorder. Record these exercises and then listen to the sounds you have made. Often we are so concerned about creating vocal harmonics that we cannot hear them, or do not believe we actually have made them when they occur. By taping these exercises and then listening to them, we can hear the changes in our tone and pay attention to the naturally occurring harmonics in our voice. This is helpful in reinforcing the knowledge that everyone can consciously create vocal harmonics.

Remember that practice is the key. The more you practise, the better you will be able to acquire the ability of creating vocal harmonics. It is an ability that you can acquire. Sometimes you will begin to hear your own harmonics immediately after trying one of the exercises in this chapter for the first time. Sometimes it takes days before you can hear them.

As you practise these techniques for creating vocal harmonics, you will be exercising muscles of the vocal mechanism in a manner in which they may not have been previously used. It may also take some time to develop the ability to project sound to places in the throat, mouth and nose that you may not have consciously resonated with sound.

Allow yourself adequate time for these exercises. A minimum of fifteen minutes per day is recommended. Allow time to assimilate the experience in sound which you have had. You will be resonating your physical body with these tones and affecting your heart rate, respiration rate, flow of blood, skin temperature, brainwaves and more. As we have suggested, keeping a journal during this time is particularly useful.

In many traditions, harmonics are viewed as sacred sounds. You are now awakening these sounds in yourself when you begin this process of learning to create vocal harmonics. These sounds should be made with reverence and respect. Yet, in the creation of these sounds, you will also enjoy yourself immensely. In Psalm 66 of the Old Testament it is written: ‘Make a joyful noise unto God .. . Work with the joyful energies of sound. A whole new world is awaiting you!


10. OVERTONING

INTRODUCTION

O fall the sound-making devices and instruments found on this planet, the human voice is believed by many to have the most healing qualities. No other instrument is capable of such a wide variety of different sounds and textures and, in fact, many other instruments were created in order to emulate the various qualities of the human voice. The range of sonics found in the human voice can go from the growl-like depths of the Tibetan monks to the birdlike qualities found in South American Indian tribes. We can sound like musical instruments, including percussions, nature sounds and other sounds not found anywhere else in nature. We can create an extraordinary spectrum of frequency and timbre using only our own voices.

TONING

‘Toning’ is the use of the voice as an instrument for healing. It is a term first used by Laurel Elizabeth Keyes in her book, Toning, which has now become something of a classic in this field of sound healing. While toning has no doubt been used since the first cave person stubbed their toe and made a sound to release the pain, Ms Keyes is credited with using this term in the early 1960s to describe the use of vocally created sound as a therapeutic tool. A description of toning found in her book is: ‘Toning is an ancient method of healing . . . the idea is simply to restore people to their harmonic patterns.’

Since the time Ms Keyes first reintroduced toning as a term to our culture, the use of the human voice as an instrument for healing has become more well-known and has been described in a number of other books.

Laeh Maggie Garfield, in Sound Medicine, writes: ‘Toning is a system of healing that utilizes vowel sounds to alter vibrations in every molecule and cell in the body.’

Don Campbell, in The Roar of Silence, comments thus on this use of the voice: ‘Tone is simply an audible sound, prolonged long enough to be identified. “Toning” is the conscious elongation of a sound using the breath and voice.’

John Beaulieu writes in Music and Sound in the Healing Arts: ‘Toning is the process of making vocal sounds for the purpose of balance . . . Toning sounds are sounds of expression and do not have a precise meaning.’

Randall McClellan, in The Healing Forces of Music, describes toning as ‘the sustained vocalization of individual pitches for the purpose of resonating specific body areas to which the voice is directed’.

Steven Halpern writes in Tuning the Human Instrument: ‘Toning is an activity that releases and allows the natural flow of energy to move through one’s body.’

An additional definition of toning which I would like to use is that toning is the use of the voice to express sounds for the purpose of release and relief, or to resonate the physical body and the etheric fields. It is non-verbal sound, relying primarily on vowels, though it may incorporate the use of consonants to create syllables as long as they are not utilized to create coherent meaning. Sighing, moaning and humming may also be recognized as forms of toning.

Toning is not chanting as we normally perceive it, although toning may sound like chanting. Chanting uses words as either liturgical texts or incantations for a specific purpose with meaning. Mantras which use predetermined sounds are also a form of chanting such as ‘Om Na Ma Shiva Ya’ or ‘Om Mani Padme Hum’, though the single elongation of a seed syllable such as ‘Om’ or ‘Ra’ can be considered a form of toning. However, as soon as words are utilized to create meaning and are repeated in recitation they become chant.

TONING AND HEALING

There are a number of reasons why toning may be the most effective use of sound as a healing instrument. First, we can learn to use our voice to resonate different areas of our body and bring them into balance. This is based upon the principle of resonance. Every organ, bone and tissue in the body has a healthy frequency at which it normally vibrates. When disease sets in, the vibrations in that portion of the body become different. By creating sounds which are harmonious with the resonant frequency of the healthy organ, it is possible to change the vibrational rate of the diseased portion of the body back to its natural frequency.

There are a number of scientists, including Dr Peter Guy Manners, who are working with specific frequencies that are applied through instrumentation to the body for just this purpose. It seems, however, that we have this ability to project the correct vibrations to imbalanced portions of our own bodies using our voices. What is particularly appealing about using our own voices is that the resonant frequencies of each organ, for example, may differ slightly from person to person. While an instrument may have a frequency that can resonate the liver, for example, it will be an overall frequency that can be thought of as being generic for all livers. We can become much more specific with the use of our own voices.

Second, the importance of ‘intention’ has been stressed in various chapters throughout this book. Intention is the energy behind the sound being created. It is the consciousness we have when we are making a sound. While intention seems to be a very ethereal concept and certainly difficult to quantify, I have little doubt that as we become more aware of the power of sound to heal and transform, intention will become an aspect of sound that receives much more attention.

The human voice is able to focus and project energy of intention during sound-making better than any other instrument. Some scientific machinery may be geared towards projecting the specific frequencies of an organ to that organ. However, it is easy enough for the applier of these sounds to be using such instruments on someone while daydreaming of a time at the beach or something else. When we use our voice on ourselves or on someone else, we immediately focus on the present moment in order to create a healing situation. We become in the now and our intention is similarly focused.

We can easily understand this concept of intention in relationship to the human voice by thinking of the ability of singers to affect us. We can listen to a vocalist with an extraordinarily excellent voice (a voice whose frequencies are correct) and yet be perfectly bored. We may hear this excellent voice, but something is missing and the sound does not affect us. Yet, we can listen to a singer whose voice is craggy and perhaps critically defined as poor and be moved to tears by their sounds.

The difference in the ability of these two singers to affect us is certainly not in the frequencies they are projecting. It must be, therefore, in the intention they have in creating their sounds. We may find as we continue this investigation into the therapeutic effects of sound that intention is of equal, if not greater, importance than the actual sound being created.

Where is intention created? It is created in our minds and our hearts before we make a sound. It can be an imaging or a visualization that we focus upon, which we project upon the sound when we make it. When is the intention created? It is usually created during the breath we take before we make the sound. In particular, it seems to be most effective at the stillpoint that occurs when the breath is already in our lungs waiting to be released.

BREATHING

This stillpoint between the in-breath and the out-breath (in our case, the sound) is believed by many to be the time during the cycle of the breath when the human body is locked in resonance with itself. Scientist Itzhak Bentov, among others, believes that during this time, the body creates a wave form that operates at about 7.8 cycles per second. This is a frequency which is believed to be the resonant frequency of the Earth and that during this time, we are, however briefly, also locked in resonance with the energy of the Earth.

For a moment, take a breath, hold it and then release it. See if you feel this stillpoint. The breath is the key to all sounds that we create using our own voice. Without our breath, there is no sound. Breath is the essence of life, for without our breath, we would have no life. In many different traditions, the life energy inherent in breath is considered sacred. This energy is called 'prana’ in the Hindu traditions. In the Orient, it is called 'chi' or the Hebrew word for breath is 'ruach' which is the same as the Hebrew word for ‘spirit’.

The science of breath is a subject which truly demands its own book and, in fact, there are a number of books written on the subject. There are many different thoughts on the proper way to breathe. Some believe that breath should be done through the nose in a certain way. Others believe proper breathing occurs only when done through the mouth. We suggest doing whatever feels comfortable to you. However, it is recommended when working with toning, that you initially try to be aware of your posture and keep your spine as straight as possible. The reason for this is that the energy inherent in the breath seems to work best in conjunction with the other systems of the physical and etheric body when the spine is upright. It is also much easier to take a deep breath when the spine is straight.

While there is a question of whether to use the nose or the mouth to take an in-breath, especially when working with sound, there seems to be universal agreement that the breath should go down to the diaphragm. The diaphragm is located at the bottom of the lungs above the stomach. This has always been a very natural way for me to breathe, but I have been surprised to find that many people do not do this. I believe many have been taught improper breathing techniques during school or some other time when we were told that taking a deep breath meant bringing up our shoulders.

Take a deep breath now and observe what happens to your body. If your lower rib cage and stomach are expanding when you take this breath, you are doing diaphragmatic breathing. Usually this is a very relaxed breath. However, if you notice that your shoulders are raising and the stomach and lower ribs are not moving, you are not breathing from the diaphragm. You are also probably tense.

Diaphragmatic breathing allows us to breathe much deeper and take much more air into our lungs. It is also much easier to do than the other type of deep breathing which really only uses our upper lungs. Diaphragmatic breathing expands our lung capacity and enhances the life energy we take into ourselves.

Breathing from the diaphragm is natural, but sometimes it takes a bit of concentration to unlearn breathing techniques we may have learned when we were young. To learn to use your diaphragm when you breathe, simply focus your attention (your intention) on bringing the air down to the bottom of your lungs. At first, you may consciously have to expand your rib cage and your stomach area when you take a deep breath in. Sometimes it helps to lie on your back and put your hands on your belly. When you take a breath in, feel the area above your stomach expand and the air fill the diaphragm. Hold that breath for a few seconds and feel that area contract as the air is expelled out of your lungs. Be aware of your shoulders and pay attention not to have them rise or fall with the breath. Many people who have learned incorrect breathing techniques will first consciously raise their shoulders in anticipation of using their upper lungs for breath. You can easily unlearn this habit. You will find that taking a deep diaphragmatic breath is a relaxed and easy thing to do. It will expand the breath you take and the energy you put into it.

TONING AND OVERTONING

This chapter is called ‘Overtoning’ and not ‘Toning’ because it will focus upon the relationship between vocal harmonics and self-created healing sounds. I created the word ‘overtoning’ some years ago to define those who practised toning with knowledge and use of overtones. Before I learned about overtoning, I had been practising toning, which I had learned from my friend and teacher, Sarah Benson. Sarah taught me a particular technique which we will learn later in this chapter, which enables an individual to use their voice to scan a person’s body and energy field and then project sound into specific portions of their body and this field. It was and still is an extraordinary and powerful technique.

Some time after I had learned this manner of toning, I was introduced to Harmonic Singing through hearing the Harmonic Choir and as I have related elsewhere, I learned how to create vocal harmonics. It was not long after this that I began to hear a very mysterious phenomenon. I first became aware of it during a toning workshop I was giving at the Maine Healing Arts Festival.

I was teaching the participants of this workshop how to scan another person with their voice and then project sound into them. I began to notice that when the person doing the toning had found the right sound and the right place, the sound would change. While I had noticed this before, I had never been aware of exactly what these changes in the sound were. There, at the Festival, I suddenly realized that when my students were attuned with the sound and projecting their voices into another person, harmonics would come out! I could close my eyes or have my back to those doing this work and know exactly when the sound was right. Suddenly the sounds I heard would change. I would be aware of vocal harmonics being created by people who had never heard these audible overtones before.

Time and time again, I observed this phenomenon occurring. I had at first noticed this during my own toning work, where specific harmonic frequencies would be present. However, I had thought that these were my own unique sounds, the result of my previous experience learning vocal harmonics. Once I started teaching others this toning technique, it became apparent to me that vocal harmonics would become stronger and more enforced in the sounds of anyone doing this toning technique.

It was at this point that I consciously began teaching vocal harmonics in conjunction with toning. My reason for doing this was that if vocal harmonics were being created anyway in my students, perhaps by consciously teaching them some techniques to create overtones, it might strengthen and enhance their sound healing capabilities. I like to use the simile that when toning without using specific harmonics, the voice can be likened to a shotgun aiming for a target. You hit the target with some of the shot, but there is a lot of wasted energy and pellets. When consciously using vocal harmonics during overtoning, the voice becomes much more like a sonic laser able to hit the bullseye of the target. We are able to focus and project specific frequencies into another person, making these sounds much more powerful and accurate.

QUARTZ CRYSTALS AND TONING

Among my greatest teachers in this aspect of toning were quartz crystals. As I have mentioned earlier, during my initial work with sound healing, I was also fascinated with the ability of quartz crystals as transducers of energy. One day, I picked up a crystal and began to tone into it. I found, much to my surprise, that specific harmonics were resonated and enforced by that crystal. I picked up another crystal and heard different harmonics being resonated and enforced. A friend to whom I taught vocal harmonics verified this when he began toning into quartz crystals.

One night a woman who had worked with the Harmonic Choir was visiting. She was not particularly interested in sound healing nor had she ever worked with quartz crystals. She was into vocal harmonics as an art form and that was all. As an experiment, I asked her if she would sing into a quartz crystal. She already thought I was a bit unusual so the request did not strike her as being particularly bizarre. Being an accommodating guest, she complied with my request.

‘I can’t believe it!’ she said, after singing into that first crystal. ‘It’s amplifying the fifth harmonic.’

I gave her another crystal. ‘Oh no!’ she exclaimed. ‘This one is amplifying the third harmonic. Give me another.’ And so on and so on throughout most of the night. My guest sang into different quartz crystals, finding that they would resonate and amplify different and specific harmonics. I think she went away that night feeling rather mystified and a bit shaken by the whole experience. It was soon after this that I contacted for the first time Marcel Vogel, the IBM research scientist who had been researching the therapeutic uses of quartz crystals.

‘I do this form of singing where you are able to create harmonics with the voice,’ I told him. ‘I have found that different quartz crystals will resonate and amplify different harmonics. Is this crazy?’

‘Congratulations!’ he began. ‘You have come upon a very ancient and powerful technique for working with quartz crystals. Yes, different crystals will oscillate to different harmonic frequencies and no, it is not crazy. You may be the first person to actually have rediscovered this.’

Quartz crystals have the ability of turning sound into light, a phenomenon we discuss in regard to vocal harmonics in another chapter. To quote another phone conversation with Marcel Vogel:


    ‘The quartz crystal is an oscillator. You can tune it with pressure. You can cut it to a specific configuration so that when you tune it, it produces a sound which is subsonic. That sound induces a luminescence in the body of an individual. It is cold light produced by an electronic vibration change. To convert sound into light, you are moving from a lower energy level into a higher level. The energy must be compressed and pulsed in order to convert it into light. Crystallo-luminescence is the term for the conversion of sound vibrations into light in crystals.’



While this chapter is not on the relationship of quartz crystals to toning or vocal harmonics, I mention this most interesting relationship simply because I believe it was through my initial experience of toning into a quartz crystal that I became aware that different harmonics may be created when resonating different crystalline substances. Since the human body is composed of many crystalline substances, from our bones to the liquid crystal-colloidal structure of the brain, it is not unreasonable to suppose that this may be an explanation for why the sound changes when we are toning.

There are a number of different explanations for what may occur during the toning process, some of which I have created myself in order to explain a fairly simple but mystical phenomenon regarding the changing of the sound once it finds the correct area. One explanation is that the voice somehow creates the proper resonance with an organ or portion of the body that is out of alignment and through this resonance changes the tone of the voice. Another explanation is that there is some sort of hole in the auric field which somehow amplifies and resonates various aspects of the harmonic spectrum.

Kay Gardner in her book Sounding the Inner Landscape describes this phenomenon of toning:


    The howling of wolves is similar to the siren sounds taught by Sarah Benson and Jonathan Goldman of the Sound Healers Association. Using a technique described by Laurel Elizabeth Keyes, the sound healer stands in front of the person he or she is working with and, directing the beginning sound at the person’s feet, creates a siren sound, slowly rising to the person’s head. Within this siren is a tone felt by the toner to be ‘sticky’ or ‘thick’. It is at this area of the person’s body that the sound healer repeats the sticky sound in short, gentle pulses in order to resonate and thus release the stress, tension or pain.




While I tend to describe the technique a bit differently (and I would not use the image of howling wolves!), Kay’s description gives a succinct view of the siren technique, which is discussed in greater detail later on in this chapter.

PROJECTING SOUNDS INTO OURSELVES

Before we begin learning the Siren and projecting sound into someone else, let us work with some exercises for learning to project sounds into different parts of ourselves. This form of toning is a very natural aspect of the use of the voice that most of us have forgotten. A key to this may lie in our intention. We can project any sound into any portion of our body if we practise, and specifically if we focus our intention on doing this. We can use almost any sound to resonate almost any area, from our big toe to the top of our head if this is our intention.

Most of us practise some form of toning though we are probably unaware of it. Remember that sighing, groaning, moaning and other sounds we make for release are all part of toning. Toning can be an extraordinary tool for relief of pain. What happens when you stub your toe? You usually make some sound. Have you ever stubbed your toe and not made a sound? What happens? It hurts more!

We make sounds when we are in pain and these sounds help ease the pain. I know of people who have been able to completely eliminate chronic pain through use of toning. One explanation may be that toning helps create endorphins, those pain-killing neuro-chemicals that are a hundred times more powerful than morphine. Regardless of the reason, toning during a painful experience is extremely effective. This includes, of course, emotional pain. Many of us are able to weep and moan during some extraordinary emotional trauma which helps release psychic pain.

Toning to Release Pain

One note on the use of toning to release pain. When you make the initial sound, do not constrict yourself. Relax and release. These sounds can be loud and powerful, but they should not be restricted. They should be sounds of release, with the sound going out of the body. Here is a story that may help illustrate what I mean.

One day, for reasons that escape me now, I was really angry. I wanted to use sound to release this anger. I did not want to make these sounds in my house for it was summer and the windows were open. Knowing the power of my voice, I thought that if I got too carried away with sounding, my neighbours might call the police. In order to remedy the situation, I went with my wife and a friend into the woods that were nearby with the intention of releasing this anger with sound.

I took one deep breath in, constricted my body and screamed! My shoulders were tight. My entire body was tense. And this bloodcurdling yell was inwardly directed, though it certainly came out of my mouth loud enough. Immediately, I felt worse because I could no longer move my head. No, I wasn’t paralysed. But I had popped three vertebrae out in my neck from making the sound!

‘Get me to a chiropractor, ’ I moaned. After a session with Dr. Steven Brown, my vertebrae were back in place and I had learned a serious lesson about toning which I pass on to you. It is the only warning I give about toning. When making sounds for release, be as relaxed as possible, even if you are in serious physical or emotional pain. This does not mean that the sound cannot be one of pain, but your body should not be tight when making the sound.

You will find that if you groan or moan, it will be more effective for release than if you scream. Constricted sounds can keep the pain in the body and reinforce the damage. Released sounds will release the pain.

Exercises to Resonate Different Parts of Your Body

We will next work with some exercises to learn to resonate different portions of our body. In order to do any of these exercises, it is recommended that you sit or stand with the spine straight. And find a place where you can make sounds without disturbing others or have them disturbing you. To learn to resonate different portions of your body with sound, a good place to start is with the vowel sounds described in Chapter 8. By working with these sounds, you will have already learned to resonate the different cavities of your body with specific sounds.

The best way to learn to project sound to different parts of yourself is to experiment with the vowel sounds. Spend fifteen minutes a day working with a different vowel sound, such as ‘OH’ or ‘AH’, making that vowel sound in different pitches. Experiment around, going from a very low sound to a very high sound or from a very high sound to a very low sound. Try doing this low to high or high to low range with just one breath.

Become aware of where the sound is vibrating in your body. Is a high ‘OOO’ resonating your neck and a low ‘AH’ resonating your belly or are you experiencing the reverse? Remember that since we are all unique vibratory beings, there are no ‘right’ and no ‘wrong’ sounds in terms of personal resonance. This is why I am not suggesting that you try to resonate your big toe with an ‘AYE’ sound and your left ear with an ‘OH’ sound. While we can learn to resonate any sound to any portion of the body, it is much easier initially to use sounds that work for us. What works for one person may not work for another.

Becoming in tune with the way the different vowel sounds and pitches resonate may happen immediately, but for most it takes some time. Some teachers suggest working with the vowel sounds in this manner for many weeks or months. Do what feels comfortable to you. After you have experimented with each of the different vowel sounds and their associated harmonics in this manner, try projecting specific sounds to specific portions of your body. Now try sending an ‘AYE’ to your big toe and an ‘OH’ to your left ear and vice-versa. See what happens. The more proficient you become at knowing your own sounds, the easier it will be to do this. Some sounds will resonate more easily than others and you may not want to try projecting a sound that does not feel natural to a particular portion of your body.

Remember that your intention to project a sound is of equal importance to the sound you make. If you want to project an ‘AYE’ to your big toe, with time and practice you can do it. If, however, your big toe prefers an ‘OH’ sound, this will work much more easily in conjunction with your intention. It is not necessary to learn to tone yourself in this manner in order to learn to scan and do the Siren. However, it is helpful. It is also extremely useful in the event that you are in pain and there is no one around who can tone you.

One of the main reasons for learning to project sound to different portions of your body is as a healing tool. If you have a stomach ache, for example, and have learned to project sound to your belly, you can resonate that area with sound and feel much better. I know of many people who have learned to use sound in this manner and have been able to help release pain. Sometimes they have been able to take care of chronic conditions they have had for many years by toning imbalanced areas with their own sound. Headaches, sore throats, hurt knees — all may be helped by toning the area with your own sound.

THE SIREN TECHNIQUE

The Siren is the technique that I mentioned earlier. You can use your voice to scan the auric field and physical body of another person, in much the same way that people who practise therapeutic touch can do this with their hands. After you have done this scan, the voice is then used to project sound to the imbalanced area to resonate and align it.

How does this work? As I speculated previously in this chapter, it probably works off some aspect of the phenomenon of resonance. Your voice entrains an imbalanced organ or part of the auric field back into resonance. These sounds may also break up crystallized structures that are creating blockages in the body or energy field. However, there is at present no specific explanation for the effectiveness of this technique.

I have taught thousands of people how to do overtoning and nearly everyone of them has been able to learn it. Yet, I cannot explain exactly how we are able to do it. In fact, when I teach this technique, I usually tell people in workshops to turn off the left, logical portion of the brain because the exercise we are about to do makes no sense. Frequently, the questioning aspect of our brain gets in the way and if we think too much about what we are doing, we won’t be able to do it. It is not logical. It does not make sense. Yet it works.

When I do this technique, I will often do it with my eyes closed. My reasons for doing this are twofold. First, I find that by keeping my eyes closed, I will not consciously be aware of where I am projecting the sound. Second, I will also not interfere with the sound that wants to be projected.

Vickie Dodd, a body worker who does wonderful work with toning in her practices says that we should not project our own sounds into another person. I agree. By this Vickie means that we should not send what we think are the correct sounds into someone else. The most important aspect of doing the Siren properly is that we become vehicles for creating sacred sound. We simply become instruments for the Sound Current, allowing whatever sounds that wish to be present for the healing to occur.

If someone comes to me with a sore throat, for example, and I am about to do some overtoning with them, my logical mind might think, ‘A sore throat? This calls for an “AYE” sound directed at their throat.’ With that situation, I would be projecting what I thought would be the correct sound, my own sound, into them. By closing my eyes and not knowing where the sound is being projected, I can usually get out ot' the way of my own ego which thinks it knows best and let the sound do its work.

Over the years, I have learned to trust sacred sound to do what it needs to do, in spite of myself. In the example above, I might find that the left knee needs the sound (perhaps because of an imbalanced meridian there) and not the throat at all. Usually, of course, it would be the throat that I find myself projecting the sound to. But not always.

Researcher Tom Kenyon, director of Acoustic Brain Research, did some preliminary study of toning. He found that, when a person had an imbalanced acupuncture meridian, the sound would go to that meridian and balance it regardless of where the sound was being directed. The sound would go where it was needed and the body would take in these sounds and use them for balance in spite of any expectations of what should occur on the part of the person doing the toning. Yet, to be most effective in the toning process, I repeat my belief that it is best for the person doing the toning to get out of the way and just become an instrument for the creation of the sound.

To learn to do the Siren, it is necessary to have a partner with whom to work. Have this person stand in front of you. If there is a third person around, have them stand behind the person you are toning. If there is not another person, have the person you are working on stand against a wall. The reason for this is that the effects of this exercise are so powerful that the person receiving the sound may become light-headed and unsteady on their feet. By having a wall behind them to brace them, they will not fall over during the experience.

Begin by breathing in a slow, steady fashion with the breath going down to the diphragm. During this time, I always say a little prayer asking that I become a vehicle for sacred sound and that all healing and transformation be for the good of the individual. I make sure that I am grounded, feeling my connection to both the earth and the sky. I also understand that I am protected during this experience. The sacred sound is coming through me and not from me and there is nothing that I may pick up from the other person I am working on. This is my intention before I actually begin to sound. I suggest it is a good intention for anyone doing this work.

Next, begin with the very highest sound that you can make, starting at the top of the head and working down with the sound going lower and lower as you project the sound down the person’s body until you end up at their feet. The sound goes from a high sound to a low sound like a siren. Then, do the reverse, going from their feet to their head, using a low to high sound as you do this.

Laurel Elizabeth Keyes, in Toning, suggests starting with the lowest possible sound that can be made and then moving upward in pitch. This works very well too. The importance of the Siren is to create the fullest range of sounds possible so that those tones which are necessary for healing may be created. If you feel more comfortable starting with a low sound, please do so.

After you have scanned the person with the Siren, you will find yourself being drawn to a particular area of the person’s body. You my need to do the Siren several times before this occurs, but it will. As I have mentioned before, this is a totally intuitive experience and I sometimes feel as though I am in a trance or some other altered state. I am not thinking of what sounds I should be making or where I should be making them. My intention is merely to be a vehicle for sacred sound.

Allow the sound coming through you to go where it chooses. Go into that area where you perceived that the sound was needed and project whatever sounds wish to be made there. You may find that after a minute or two at one spot, the sound wants to move again. Allow the sound to go where it wants to go. When the sound has achieved its purpose, it will end. Usually the first toning exercises last for five to ten minutes. To complete this exercise, place your hands on the shoulders of the person you have been toning and gently squeeze them as a tool for grounding.

After the exercise is completed, talk and share with the person you have been toning. Find out what they experienced. .How do they feel now? What did they feel? Did your sound affect the areas they think needed work? If they are interested, switch places and have them tone you. Remember that the more you do this, the more trust you will have in it as a technique for healing.

You may find as you are scanning the body with these tones, that harmonics seem to come out at particular areas. This is often an indication of areas where the sound wishes to be projected. Allow the overtones to emerge from your voice and to be focused as healing energy into the other person. Do not consciously create specific overtones, but let them come out of you if they wish.

I sometimes conceive of the overtones when utilized in this manner as being sonic laser beams breaking up thought forms and blocked energy and allowing balance and alignment to return to wherever the sound was being projected.

The ability to create harmonics enhances this toning technique. It seems to amplify and make even more effective the use of vocally created sounds for healing. As I stated before, I observed that harmonics seem to come out naturally, even when the person doing the toning was unaware of their existence. They become even more present when the person doing the toning knows how to create them. They seem to be a part of this sacred sound work that is active in the process of healing. By working with harmonics in toning you have one of the most powerful sacred sound healing experiences.

Please remember that harmonics are only one aspect of this work with sacred sound. The intention of being a vehicle for the sacred sound is essential. A particular overtone may come out when you are sounding a specific area and if you can enhance the projection of that harmonic, then you are aiding the sound that wants to occur. However, if you think, ‘I’m going to create a specific harmonic and then project it into this person because that is what they need to heal them!’ then the point is lost. You would then be projecting your own sound and this is not the same.

GROUP OVERTONING

Overtoning in a group setting is similar to individual overtoning. It is very simple to learn and quite powerful. Have the person receiving the sound work lie in the centre of a circle created by the people in the group. Be sure that everyone in the circle has a similar intention. Then begin to have the group make sounds directed with this intention at the person in the centre.

A good way to begin overtoning in a group situation is to begin with the sound ‘OM’. This ancient mantra is an excellent sound which will immediately create a resonance among members of the group. Harmonics will naturally occur during a group ‘OM’, for this sound has within it, a majority of vowels. When creating the ‘OM’ sound, start by humming a ‘MMMMM’ sound. Then, slowly begin to open your mouth making the ‘OOO’ sound, widening it to create an ‘OH’ and an ‘AH’ sound until your mouth is completely open. Then slowly close your mouth until you are back to humming the ‘MMMMM’ sound. This will allow for a full range of vowels and their harmonics to be created. After experimenting with the ‘OM’ sound, try toning specific vowel sounds, such as ‘AH’ or ‘EEE’. These are good sounds to use to begin group overtoning. The person in the centre of the group may have a particular vowel, mantra or name that they would like to have sounded. This will also work well.

You may also add a colour desired by the person in the centre, as well as an affirmation. Ask the person who is in the centre what colour they would like projected on the sound, or what affirmation. Since sound is a carrier wave of consciousness, any number of different energies may travel on the sound. The person may want the colour green and the thought ‘love’, or the colour gold and the thought ‘healing’. With group overtoning, having a combined group consciousness and intention in this sonic process is very helpful.

As with overtoning with just one other person, group overtoning must allow for the sound to do what it wants to do. You may start with a particular sound, but it is important to let the sound change. Sometimes when doing this exercise, the sound will be very discordant and then suddenly harmonize. At other times, it will remain discordant or it can be very harmonized from the beginning. It all depends upon what the person in the centre needs and this means allowing the sound to have a life of its own.

VISUALIZATION FOR OVERTONING

There is one addition to these exercises that I would like to suggest to you who are doing overtoning, either in an individual or a group setting. When making the sounds, imagine that there is a beam of energy coming from your heart, your throat and your third eye. Imagine this energy coming out of your centres and meeting at the point of a triangle that is the beam of sacred sound. From your heart is coming Divine Love, from your throat is coming Divine Sound and from your third eye is coming Divine Wisdom as you make the sound. This visualization will enhance the sacred sound and make this work with overtoning even more effective.


CONCLUSION: ONE FINAL FACT

In this book we have explored the mysterious world of harmonics, seeing how harmonics and the physical world are interrelated. We have learned of the mathematics of harmonics and found that the vibrations of a string are in essence the same as the pulsations of the universe. We have examined the physics of harmonics and discovered that sound creates form. Such an understanding makes the journey from the scientific to the spiritual quite natural for this is a rediscovery of the knowledge of the Ancients.

In the magical and occult traditions we have learned of harmonics as tools for self-transformation. In these spiritual and shamanic cultures, the mysteries of harmonics continue to intrigue us. We have explored the outer realms of Tibetan mysticism and looked at the potentials that are inherent in the Kabbalistic toning of vowel sounds.

We have learned exercises for resonating our inner and outer selves with sound and for the creation of vocal harmonics. We have traced the many possibilities of harmonics, from using them as guideposts for the universe as we listen to them, to learning to create sonic fields of healing energy when we make them. Yet, this is only the beginning.

Hans Kayser, who called himself a ‘harmonicist’, believed that ‘One of the primary tasks of harmonics must be that of activating the capacity for experience within each of the spheres of human knowledge.’ I do not know if I am a harmonicist, but Kayser was correct. Harmonics can teach us an extraordinary amount about the universe and our relationship to it. We are still learning new secrets about ourselves and the world we live in, from both a scientific and a spiritual level.

We are beginning to see a reemergence of the awareness of harmonics in the arts and sciences. As this continues, we may see radical changes in the way we utilize sound and in the concepts of how we perceive sound as an energy. There are frontiers in the fields of music and medicine that we have not yet begun to cross.

Healing Sounds is only the beginning of a journey that involves travelling through the sacred science of sound. It is hoped that you will continue this journey to enhance your own life on this planet.

Try to find others to sound with. They are out there. You just have to look (or listen) for them. Creating vocal harmonics by oneself is remarkable, but sounding together becomes divine.

What has not been mentioned until now is the remarkable fact that when two tones sound together, a third and fourth tone are also created. No, these additional tones are not strictly harmonics. This phenomenon occurs whenever any two tones vibrate together and they are called combination tones. They are composed of the difference and the summation between the two tones that sound. If, for example, one tone is vibrating at 300 hz and another tone is vibrating at 400 hz, of the two combination tones that are created one is vibrating at 100 hz (the difference between the two tones) and the other is vibrating at 700 hz (the summation between these two tones).

When two people are creating vocal harmonics together, other tones begin to emerge. These are not tones that have been specifically created by either of the two people. These are tones that suddenly seem to appear out of thin air. When this occurs, I am always reminded of Christ’s statement in Matthew, ‘For where two or three are gathered together in my name, there am I in the midst of them’, for when two or more people gather to create sacred sounds, there are other sacred sounds that are heard. It is one of the most mystical experiences imaginable and one that you must experience for yourself.

I hope I have intrigued you with one more possibility of harmonics and that this will help guide you to seek out others. There are many fine teachers of harmonics and other aspects of sound if you wish to find further information and instructions. There are also many people who are interested in sounding together to experience the sacredness and joyfulness of doing so. If you look, you will find them.

In Boulder, Colorado the Sound Healers Association facilitates weekly sacred sound circles. I know that similar activities are happening on a global level, in different cities across the planet. For those of you who are interested in furthering your search into the mysteries of sound, the Sound Healers Association offers discourses, seminars, workshops, and the School of Sound. I also conduct these seminars and workshops outside the Boulder area. For information write to:

Sound Healers Association P.O. Box 2240 Boulder, CO 80306, USA

It is said that a picture is worth a thousand words. When dealing with harmonics, it is true that one sound is worth a thousand pictures. For this reason, I have created a tape to accompany this book. The Healing Sounds instructional tape was designed to help facilitate your knowledge and techniques of creating vocal harmonics. The tape is available from Spirit Music, Inc. care of the above address.


Jonathan Goldman, Boulder, CO



Harmonics have been an important and stimulating area of interest in my life and continue to be. It has been a pleasure to share my research, thoughts, and experiences with you in this book. This is only the beginning of the journey. I wish you much joy!
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DISCOGRAPHY

Hearing Solar Winds David Hykes and the Harmonic Choir (Ocora) (1982). Beautiful and transformative, this music is cloudlike and very hypnotic. The opening 8-minute ‘Rainbow Voice’ features the first solo Western hoomi on record. Hykes is a fine singer as well as being an extraordinary harmonic vocalist. His work with the choir is fascinating. Together they build chords based upon the harmonics in each others’ tones and create Pythagorean tuned chords. The results are hypnotic and enchanting.

Current Circulation David Hykes and the Harmonic Choir (Celestial Harmonies) (1983). This is Hyke’s second release. Very similar to Hearing Solar Winds in its texture and content.

Harmonic Meetings David Hykes and the Harmonic Choir (Celestial Harmonies) (1986). On this release, Hykes steps from the wordless, drone-like pieces on his first two recordings, using sacred words such as ‘Halleluyah’ and ‘Kyrie’. Tim Hill contributes some nice Tibetan chanting as well. The unreleased ‘Harmonic Mass’ is mentioned in the notes.

Windhorse Rider David Hykes and Djamchid Chemirani (New Albion) (1989). Hykes contributes further vocal harmonic innovations to the musical world, this time with master Middle-Eastern drummers. The music is fast and moving, with Arabian and Hindu tonal scales and excellent harmonic singing from Hykes.

Overtones and Tambura Michael Vetter (Wergo) (1982). There are two pieces on this release. Side 1 features Vetter doing overtone chanting while strumming the tambura, a Northern Indian instrument. There are some excellent vocal harmonics with Vetter using a technique of overtone chanting by opening and closing the back of his throat to create harmonic melodies. The sounds on Side 2 are tambura instrumental music without overtone singing.

Overtones — Instrumental:    Wind Michael Vetter (Jecklin) (1987). Music for Flutes, Voice and Gongs. 3 movements. Meditational music with more instrumental music than overtone singing.

Overtones - Instrumental: Spaces Michael Vetter (Jecklin) (1989). Music for Gong and Voice. One movement. Meditational music with more instrumental music than overtone singing.

Overtones — Instrumental: Light Michael Vetter (Jecklin) (1989). Music for Tamburas and Voice. One movement. Meditational music with more instrumental music than overtone singing.

Overtones - Instrumental: Silence Michael Vetter (Jecklin)(1989). Music for Singing Bowls, Cymbals and Voice. One movement. Meditational music with more instrumental music than overtone singing.

Overtones - Instrumental: Flowers Michael Vetter (Jecklin) (1989). Music for Piano and Voice. One movement. Meditational music with more instrumental music than overtone singing.

Overtones - Instrumental: Clouds Michael Vetter (Jecklin) (1990). Music for Koto Harp and Voice. Three movements. Meditational music with more instrumental music than overtone singing.

Overtones in Old European Cathedrals: Thoronet Michael Vetter (Wergo) (1987). Two movements. Vetter accompanies himself on tambura and sings well. However, he does not utilize vocal harmonics as much as he does on the next recording in Senanque.

Overtones in Old European Cathedrals: Senanque Michael Vetter (Wergo) (1987). Two movements. Vetter accompanies himself on tambura while he creates beautifully distinct vocal harmonics. In many of the follow-up releases after Overtones and Tambura he spent much time experimenting with different sounds, but did not focus his attention specifically on the creation of vocal harmonics. On this recording, his overtoning singing is splendid. This is my favourite recording from this German overtone singer.

Missa Universalis: (Obertonmesse) Michael Vetter (Wergo) (1985). The Overtone Mass has six movements utilizing the traditional names of mass: ‘Kyrie’, ‘Gloria’, ‘Credo’, ‘Sanctus’ and ‘Agnus Dei’. Vetter sings the single-word names using some overtones, creating what he calls a ‘trans-verbal’ language.

Rise My Soul Christian BoIIman and the Dusscldorf Overtone Choir (Network) (1988). There are eight pieces on this recording, which at times resemble David Hykcs with the Harmonic Choir and at other times, Michael Vetter's work. Along with pure overtone singing, there is choral chanting, as well as instrumentation including flute and tambura. A very interesting and soothing recording from another harmonic vocalist who was influenced by Stockhausen.

Drehmomente Christian Bollman (Network) (1990). Bollman, the director of the Dusseldorf Overtone Choir, sets out solo on this recording. Much like the previous recording, there is solo and choral overtone work, as well as some instrumentals with flute, tambura and gong. The last piece is a wonderful version of‘Amazing Grace’ created solely through overtones.

Movements of Mind Nigel Charles Halfhide (Jecklin) (1986). Halfhide is a British overtone singer who now resides in Switzerland. A classical musician, music therapist and student of meditation, he has been pursuing overtone singing as an intercultural music. There are five pieces on this recording featuring Halfhide doing overtone singing, accompanied by tambura or harmonium.

Colours of Silence Nigel Charles Halfhide (Jecklin) (1989). There are three very beautiful pieces on this recording. Halfhide sings beautiful overtones while accompanying himself on tambura or harmonium. This is my favourite of the two available recordings and among my favourite releases which feature overtone singing. Very meditative and entrancing.

Overtones Paul Liekens (Heart Systems) (1986). Side 1 is a demonstration of vocal harmonics and lecture in German. Side 2 features an ‘OM’ with overtone.

Overtone Chant Danny Becher (Becher) (1985). On Side 1, Becher combines Gregorian-style toning with vocal harmonics. Side 2 features Tibetan bells and tuning forks.

Overtone Stephanie Wolff (Verlag Hermann Bauer KG) (1985). Side 1 of this tape is an instructional demonstration in German. Wolff is a fine overtone singer who can do many different styles of hoomi. Side 2 is a performance of vocal and not as interesting as her demonstration work.

Crystal Resonance Jonathan Goldman (Spirit) (1986). Side 1 of this release features overtone chanting and Tibetan bells multi-tracked to create a powerful, trance-inducing experience. Side 2 is a synthesizer instrumental

Jill Puree Jill Puree (Puree) (1984).Side 1 includes a ten-minute interview which is most interesting.

Then solo overtone chanting and group overtone chanting. Side 2 features more solo and group work.

Vocal Spaces Bojidar Pinek (Hoomi) (1988). Several of the cuts on this release feature overtone chanting. Pinek is quite a fine choral master working with some talented vocalists. Together they create some very interesting modal vocal music in which he incorporates overtone chanting.

Ancient Tongues Victoria Dodd and Santiago Virreal (Great Harmony) (1990). Santiago is a fine overtone singer from Texas. Victoria is a sound healer who speaks in tongues. Together they create some very unusual sounds that, while not particularly relaxing, are most interesting.

Fire Mass StarScape Singers (Sun-Scape) (1989). This music has been described as twenty-first-century choral music. It certainly is something different and most interesting. A readaptation of the Catholic Mass, with the singers creating some amazing sounds which at times incorporate both Mongolian and Tibetan overtone chanting. Kenneth Mills wrote the words and directed this choir in their endeavours.

Tuva - Voices from the Center of Asia (Rounder) (1989). Founding Harmonic Choir Member Ted Levin travelled to Mongolia to make field recording of the extraordinary sounds on this release. There are about thirty pieces on this recording, featuring masters of the hoomi technique. Most of the pieces are about a minute and a half long, but they are among the most unique sounds on the planet.

Tibetan Tantric Choir The Gyuto Monks (Windham Hill) (1987). This recording features the ‘One Voice Chord’ of these Tibetan monks. Their distinct overtone, two octaves and a third above the fundamental, sounds like there is a children’s choir singing along with the growl-like voice of the monks. The chants are hypnotic and the Tibetan cymbals and horns are quite awe-inspiring. There are other recordings of the Gyuto monks, but this is the best.

Tantric Harmonics The Gyume Tibetan Monks (Spirit Music) (1986). This is a different Tantric College than the Gyuto and they create a different kind of‘One Voice Chord’ stressing the overtone two octaves and a fifth above the fundamental. This was the first time the monks went into a modern recording studio to share their sacred chants and create a transcendent experience.

Freedom Chants from the Roof of the World Gyuto Monks (RykoDisc) (1989). This is a live recording of the sacred chants of the Gyuto monks. Kitaro, Philip Glass and Mickey Hart also appear on one cut (not with the monks).

Tantras of Gyuto Gyuto Monks (Folkways) (1981). This is the first field recording of the Gyuto monks made in the 1970s. The fidelity is adequate and features the chanting of dozens of the Gyuto monks at their monastery.

Chants Secrets des Lamas Tibetan Gyuto Tantric University (Dcwatshang) (1986). This recording features shorter chants by the Gyuto monks. Available from France, this is a fairly rare and interesting release without instruments.

Chog-Ga Tantric and Ritual Music of Tibet (Dorje Ling) (1983). Field recordings from 1970 featuring both the Gyuto and the Gyume Tantric monks as well as other Tibetan chanting. At times the fidelity is less than adequate. On some of the tracks, there are over 600 monks chanting together.

Sacred Healing Chants of Tibet Gaden Shartse Monastery (East West Music) (1989). A wonderful recording of healing and purification chants to the Medicine Buddha and the Environment. The invocations of this recording seem to be more melodic than those on the Gyuto or Gyume releases while incorporating the ‘One Voice Chord’./p>


Tibetan Sacred Temple Music Eight Lamas from Drepung (Shining Star) (1988). There are six different pieces on this recording. It seems that only one of the chanting lamas is truly a master of the ‘One Voice Chord’ and his vocals are predominantly featured. This is a most interesting release which is very different from the majority of other Tibetan chanting on record. At times it almost seems as though there is a Gregorian or a Hebrew flavour to the chanting style of these monks.

Lets The Lovers Be David Hykes (Auvidis) 1991. Hykes continued to branch out and experiment with sacred sounds. He sings songs from the Persian poet Rumi, plays synthesizer, and often is accompanied by a drummer. There are beautiful vocals and instrumentals. though less harmonic singing than on Hykes’ other works.

True to the Times (How to Be) David Hykes (New Albion) 1993. Further exploration in harmonics, features Hykes working with drummers who rhythmically play the harmonic intervals he is singing. He is often accompanied by zard and other drums as well as synthesizer. A very interesting and beautiful recording.

Harmonic Journeys Vol. 1 Jonathan Goldman (Spirit Music) 1992. This recording was created as an accompaniment to Healing Sounds and is an extremely efficient aid to learning some of the sonic techniques in this book. Designed to let the reader listen and sound with Goldman. On Side One, ‘Vowels as Mantras’, listeners learn to create resonance to balance their chakras. On Side Two, ‘The Fundamentals of Vocal Harmonics’, they can learn to create vocal harmonics.

Gateways: Men’s Drumming and Chanting Jonathan Goldman (Spirit Music) 1991. 30 men contributed to this recording which features sacred chants with drumming front different traditions including: Native America, Hindu, Tibetan, Hebrew and others. ‘Om Mani Padme Hum’ features Goldman using the Tibetan ‘Deep Voice’. ‘Kodosh/Allahu’ has mid-Eastern overtone singing.

Angel of Sound Jonathan Goldman (Spirit Music) 1993. An invocation to Shantael, the Angel of Sound, this richly layered extended play recording features Goldman creating vocal harmonics with mantric chanting and Tibetan overtone chanting. Instrumentation includes: Native American flute, drums, Tibetan singing bowls and bells. Very powerful!

Song of Saraswati Jonathan Goldman (Spirit Music) 1994. A sonic environment of chanting to honor the Hindu Goddess of Sound and Science. Ideal for ritual and trance, it features male and female voices, vocal harmonics, tambura, monochord, Tibetan bells, whale sounds and sitar. Beautiful and relaxing.

Hermetic Harmonics Jonathan Goldman (Spirit Music) 1995. A sonic environment to create interdimensional fields of sound. With vocal harmonics, Tibetan bowls and bells, processed, looped together and multi-tracked to create a pulsing waveform. Designed for deep meditation, channeling, ritual and healing. Trance inducing!

Trance Tara Jonathan Goldman (Spirit Music) 1996. An extended chant to the Tibetan Goddess of Compassion, this is an extraordinary recording featuring lush choral vocals, Tibetan overtone chanting and singing bowls on top of a pulsating layer of drums. Excellent for deep inner traveling as well as movement and dance.

Spirit Come Christian Bollman (Network) 1991. Solo and group overtone singing by the Dusseldorf Overtone Choir with instruments such as monochord, Tibetan bowls and horns create a beautifully textured journey into sacred sound. Certain selections on this recording sound like the Harmonic Choir.

Akasha Christian Bollman (Lichthaus) 1992. An environmental soundscape to experience meditation and movement. There are solo and group vocal harmonics by Bollman and the Dusseldorf Overtone Choir. Instrumentation includes bowls, gongs, waterhorn, synthesizer and percussions.

Evolution Christian Bollman & Michael Reimann (Fonix) 1993. Further exploration into overtone music with ancient instruments and voice. Bollman is a fine vocalist who utilizes many different styles of overtone chanting. Instrumentation includes: didjcridu, kalimba, frame-drum and shakuhachi.

Le Chant de Fontenay Icgor Reznikoff (SM) 1989. Reznikoff combines Gregorian chanting with vocal overtones to create a remarkably tranquil recording of sacred sounds. He sings solo in the Cathedral of Fontenay, often accompanying himself on tambura.

Tuva: Echoes from the Spirit World (Pan) 1992. Recordings of the music of Tuva from folk ensembles whose soloists perform the hoomi technique of throat singing. One of the most interesting selections is a Buddhist lama chanting a prayer using the vocal styles of Tuva.

Tuva: Voices from the Land of the Eagles (Pan) 1993. Three master soloists from the folk ensemble ‘Tuva’ create extraordinary vocal harmonics with the hoomi technique. They sing folk songs from their homeland, often accompanying themselves on indigenous instruments.

60 Horses in My Heard Huun-Huur-Tu (Shanachie) 1994. Three Tuvan singers and one percussionist perform traditional Tuvan folks songs, using indigenous instruments. The singers are masters of the different styles of hoomi. This is a very accessible recording of vocal harmonics and Tuvan songs.

Sounds of Mongolia (Tibet Foundation) 1992. Mongolian hoomi overtone singing performed by traditional folk groups. There are instrumentals as well as singing in different hoomi styles. An interesting version of the Buddhist ‘Om Mani Padme Hum’ performed using the Mongolian overtone voice.

Voices from the Distant Steppe Shu-De (Real World) 1994. The different styles of Tuvan throat singing are displayed on this recording as well as other examples of Tuvan music. The hoomi vocalists are all excellent and this disc is a fine addition to any musical library.

Sacred Tibetan Chants Drepung Loseling Monks (Music Arts) 1992. An exceptional recording of Tibetan Buddhist chanting which features three Chant Masters from the Drepung Loseling Monastery creating the ‘Deep Voice’ with five other monks. Very powerful and hypnotic.

The Sound of the Voice Drepung Loseling Monks (Telluride Bluegrass) 1993. Recorded at the Telluride Bluegrass Festival in Colorado, the Drepung Loseling monks chant their ‘Deep Voice’ as well as give an example of Tibetan debating and dance. There is audience applause after the chants.

The Healing Voice Jill Puree 1992.A lecture on the healing qualities of the voice, with focus on vocal harmonics. There is also a demonstration of overtone chanting and an overtone chanting meditation.

Discover Your Natural Voice Chris James (Sounds Wonderful) 1992.  This recording is designed to help you discover your natural voice. The first side is a guided relaxation with overtone singing.

Desert Dreams in an Ancient Land Chris James and Wendy Grace (Sounds Wonderful) 1993. This recording features Australian singer/healer James toning sacred sounds while accompanied by the drone of a didjeridu. Chris creates fine vocal harmonics.

Secrets of the Hoomi Paul Pena (Pena) 1994. A tutorial by an American master of the Tuvan technique of throat singing. One of a kind, this recording is very informative and interesting, with exercises for learning to create hoomi.

Heart of Perfect Wisdom On Wings of Song (SpringHill) 1991. This is a lush choral rendition of the Tibetan Buddhist Heart Sutra. Jonathan Goldman contributes Tibetan overtone chanting, Tibetan singing bowls and bells.

Dream Kitaro (Geffen) 1993. A symphonic recording of keyboard wizard Kitaro. ‘Dream of Chant’ features Jonathan Goldman's Tibetan overtone chanting coupled with unique studio effects.

Infinite Peace Frank Perry (Mountain Bell) 1988. The sounds of bells and gongs make up a majority of the sonics this calming and tranquil recording. There is fine overtone singing with instruments on the second side.

Ramana Glen Velez (Music of the World) 1991. Glen is an exceptional percussionist, using a wide variety of hand-held drums. He is also a fine harmonic singer who can accompany himself while drumming. On this recording, three of the eight cuts feature overtone singing.

Sounds for Self-Healing Wayne Perry (Musikarma) 1994.This is a musical journey designed to tone and tune the physical and emotional body using the vocal harmonics. There are 12 pieces on this recording, which chromatically go up the scale from the note ‘C’.

Vocal Wellness Stephen Camp (Camp) 1994. This is primarily an instructional tape with Stephen talking about and demonstrating the uses of the voice as an instrument for healing, including a chakra tone correspondence, songs and vocal harmonic examples.

Sound Mind Healed Body Stephen Michael Camp (Camp) 1994. A fine American overtone singer. Steven utilizes the Tibetan ‘Deep Voice’ style, Mongolian hoomi voice and the Nouveau European style in compositions that are meditative and compelling to hear, instrumental accompaniment includes guitar, drums, singing bowl and synthesizer.

Whistling in the Temple Harmonic Voices (Simone) 1995. This choral group creates experimental sounds that centre around vocal harmonics. Sonics include: Tibetan overtone chanting, solo and choral overtone chanting, monochord, Tibetan bowls and waterphone.
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Figure 3.1 The Tree of Life





OEBPS/Images/image00096.jpeg
octave 1:2
fifth 2:3
fourth 3:4
major sixth 3:5
major third 4:5
minor third 5:6
minor sixth 5:8
minor seventh 5:9
major second 8:9
major seventh 8:15
minor second 15:16
tritone 32:45






OEBPS/Images/image00095.jpeg
200
Winor
Octave 16

215
o

216
c

m<>00

§ 25 0 8 o

25 of 9% 28 78

%

28 e of of 0%

514
d
515

F

515
B

28 of of of 0%

2 % 02 »7 0F

22

5

>% @ 0%

%

o2

s

m.
Mier

8
c
8
c
&8
F
8
c
8
A

m<>-00

g o2

ogegotofo

eg oZ of m:

911
a

912
[

913
l

9
E
915
o

218
]

o

104 110120 131 141 15 180
@ G A B B C

102 112

Y

103 113
B

104 114
B G
105 115 125 135 145 155 165
o 0 F A G A
106 116 126 135 145 156 166
B C D O B F
147127 137 147 157 167
G A B C C D
108 118 128 138 148 158 188
B G G A B B C
109 119 129 139 149 159 169
B OF G G A B
10:10 11:10 12:10 13:10 1410 15:10 16:10
C b O F H G AN
10:11 1141 12,11 1391 1491 1541 16:11
¢l e 3
10:12 11:12 12:12 13:12 14:12 15:12 16:12
m B C DD EF
10:1311:1 12:13 13:13 14:13 15:18 16:13
G A B C o D &

1014 11:14 12:14 13:14
FoG A B

10:15 11215 12:15 13:15 14:15 15115 16:15
F G & A 8 C O
10:16 11:16 12:16 13:16 14:15 15:16 16:16
BoG G A B B C
)

s

an ™
Augmenied

n m
Minor Minor

m<»=00





OEBPS/Images/image00094.gif
Note Interval Solfege Harmonic Frequency

1. |C Unison do (1) 1st partial 256 hz

2. |C Octave do (2) 2nd partial 512hz

3. |G Perfect fifth sol (1) 3rd partial 768 hz

4. |C Octave do (3) 4th partial 1,024 hz
5. |E Major third mi (1) 5th partial 1,280 hz
6. |G Perfect fifth sol (2) 6th partial 1,536 hz
7. |Bb- |Minor seventh sib (1) 7th partial 1,792 hz
8. |C Octave do (4) 8th partial 2,048 hz
9. D Major second re (1) 9th partial 2,304 hz
10. |E Major third mi (1) 10th partial 2,560 hz
11. |Fg#- |Augmented fourth |fa# (1) 11th partial 2,816 hz
12. |G Perfect fifth sol (3) 12th partial 3,072 hz
13. |A- |Minor sixth lab (1) 13th partial 3,328 hz
14. |[Bb- |Minor seventh sib (2) 14th partial 3,584 hz
15. |B Major seventh si (1) 15th partial 3,840 hz
16. |C Octave do (5) 16th partial 4,096 hz
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—washing, to cleanse

and purify the individual;
—relativity, to understand

AYE (eh) our relationship to all things;

AH

EEE —clarity, to get in touch
with Divine Intelligence;
OH  —innocence and curiosity;

000 —that which is lifting us,
|God presence.
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